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PREFACE 

P ART II Q,i Ajanta published in 1933, and although the material for Part III was 
collected and sent to the press shortly afterwards, yet the making of blocks and printing 
ot plat«. which require a gra^t deal of care, took considerable time, and meanwhile broke out the 
wa^which caus^^ further hindrance in the progress of the work. I am, however, very grateful 
to His Exalted Highricss the Nizam's Government for financing the production of this Part, 
and dsoto the amhontiesof the Oxford University Press, particularly to Dr. John Johnson. C.B.E., 

* Irt v/ork going under very trying circumstances. The 

product! n of bwk during war-time is therefore a great achievement of the organizing 
capacity o ^ ^ niversky Press on the one hand, and the generous policy and patronage 

of learning of His Exalted Highness the Nizamis Government on the other. 

As t IS art d^ls with some caves In which the original frescoes have deteriorated badly 
and ^come very dim, but artistic detail can still be copied and utilized for study. I have arranged 
for the inclusion of the ‘ outlines ’ of these subjects, which number as many as twenty-three and 
are show'n in nme plates. Further, to avoid misunderstanding regarding the fiiithfiilness of the 
outlines I have also included the photographs of all these dim subjects, having taken them 
irect rom t e roc -wa s. By this plan, although the number of plates has increased, yet It has 
served a double purpose: first the photographic survey of the frescoes of Ajanta has been made as 
cotnplere as possible, and secondly the student of art will now be able to compare the «outlines ’ 
with the photographs in regard to the salient features of the drawings. Apart from the reproduc- 
tions of t^hc inscnptions which are included in the Text volume and whose number is 
considera e, the Plat^ portfolio of this Part comprises five key-plans, fifty-two monochrome 
and seve^een colour-plates, the total number thus exceeding that of the plates contained in Parts I 
and IL ^e monochrome plates and the Text volume have been printed by the Oxford University 
PrcK while the making of the blocks of the colour-plates and their printing have been done 
y i tone & Son of Banbury and London, and I have great pleasure in stating 

that the Directors and the staff of both these presses have not only observed the utmost care 
in executing the diffi^h ta^ entrusted to them but have shown a genuine personal interest in 

■* ^ L Archaeological Department of Hyderabad successful as regards the 
publication o! this book. 

This Part alw contains a large number of inscriptions, ranging in date from the second century 
B,c. to the ^ th or sixth centunes a.o,, and I have to express my deep gratitude to Dr. N. P. 
Chakravartt for kindly editing all these records In spite of his heavy duties under the Govern¬ 
ment of India, first as Government Eplgraphlst and afterwards as Deputy Director-General of 
Archaeology in India, 

Lastly 1 thank heartily my esteemed friends Mr. C. E. A. W. Oldham, 

CS.I„ Horn Vice-President, Royal Asiatic Society of Great Britain and Ireland, and 
Dr. L. D. Barnett, Libra^rian and Lecturer in the School of Oriental Studies, University 
of London, for their kind and willing help in the matter of the transliteration of proper 


PREFACE 


names, the correction of proofs, and the furnishing of schoSarly information from Buddhist 
literature and other books which arc beyond the pale of study of an archaeologist like 
mvself. 

G. YAZDANI 


Orange Grove, 

Khairatahad, Hyderabad, Deccan 
DaieJ igtA May 1942 
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EXPLANATORY TEXT 


GENERAL REMARKS 


T his Part takes back the history of Ajanta frescoes to the second century b.c,, for an 
inscription painted in Cave X on the left wall, behind the third pillar from the entrance, 
has been assigned by scholars to the middle of that century, while another inscription carved 
on the facade of the same cave is considered to be still earlier.' Further, from the affinity 
between certain paintings of this cave and those of Cave IX,® it appears tliat the early frescoes 
of both these caves are almt^t contemporary, and represent a style in w'hich the artist depicts 
the story in a truthful manner without much decorative embellishment. The style is, however, 
fairly developed, the drawing being firm and accurate and showing due regard to the three 
dimensions, VVe also notice a balanced judgement in the grouping of figures and a cultured taste 
in the choice of poses (Plate XXIV), The colours used are only a few, red-ochre, terre-verte, 
lamp-black, and white of lime, which have been used pure or mixed to produce the desired 
effect in the scheme (Plate XXVI).^ The figures are not altogether devoid of expression, 
and they show considerable religious feeling; but this feature of the Ajanta paintings is more 
prominent in the frescoes of the right wall of Cave X; in the representations of the 
pataka and the Shad^D&nta ystaka. They are of course some five hundred to six hundred 
years later than their prototypes on the left wall,"* but during this period it appears that the 
artists of Ajanta had made very great progress in imparting life and giving definite characters 
to the dramatis personae of their productions. The grief of the blind parents of §y 5 ma at 
his tragic death by an arrow' shot by the Raja of Benares (Plate XXIX S) and the fainting 
of the Queen at the sight of the tusks in the Shad-Danta ystaka (Plate XXX r) arc so vtvid 
that it is difficult to find their match In the contemporary paintings of other countries. 

In the fifth century a.d, the art of Ajanta attained to a still higher level, and the frescoes 
of Caves XVI and XVII, both of which, according to the inscriptions carved on them, belong 
to the fifth century a.d.,® display not only superior intellectual qualities in the conception of 
themes, but also more refined taste and more perfect technique in the beauty of design, balance 
of poise, and blending of colours. For example, the scene from the Conversion of Nanda, 


* In the Text volume of Part I fp. 2) I assigned 
Cave X on the sufhority of Fergusson {Cm^t Trmphi of 
InjiSypp. ^85-7) to the second century but recently 
the inscriptions of Cave X have: been carefully Studied 
by Prof. Liildcrs^ who on palaeographic grounds is defi¬ 
nitely of Opinion that the painted tnscriprion belongs to 
the middle of ihc second century h.c,, while the inscrip¬ 
tion of the fkpde is stiil earlier, w, pa^ gha, and 
showing Aiotan forms. 

* Cf* Plates XV-XVIII. The pillars of the front 
gallery of this Cave arc identical in form with the pillars 
of the veranda of the vihffra At the right end of the caves 
at Bhaja which bears an inscription of the first century 


B.c. There is also considerable resemblance between the 
ornaincnts and the dress of the Niga of Cave IX 

and the figures of rijils shown in the sculptures of the 
sL'ihd^ra at Bhaja. 

* For further information regarding the pigments used 
at Ajanta see the jfmtuitf Rfp^t of the Archaeological 
Department, Hyderabad^ for 1936-7, Appendix A, 
pp. 25-30. 

^ There arc several inscriptions which on paleo¬ 
graphic grounds may be assigned to the ^ird and 
fourth centuries. 

^ Hfd^ jfnh. No^ 14^ and BurgCK^s Report ffn 

tkf B^dhut CffVi Tfmp/rf^ A.S,W. L, pp, 124 ff. 
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AJANTA: EXPLANATORY TEXT 

popularly known as the Dying Princess, on the left ift’all of Cave XVI (Plate Lll),* or Indra 
with his troupe of musicians in the veranda of Cave XVII (Plate LXVII), or the group of 
heavenly votaries saluting the Lord Buddha in the same veranda (Plates LXXI-LXXII), 
may, in regard to vividness of expression, or grace of form, or charm of decorative detail, 
or soft clfect of colours, be compared with advantage with the best specimens of Italian art 
of the fourteenth and fifteenth centuries. 

The noble traditions of the art of Ajanta continued for several centuries,^ but in the latter 
half of the sixth century A,D., during the reign of the Chalukyan kings, who, although tolerant 
to Buddhism in the beginning, professed and enthusiastically patronised the Brahmanical re¬ 
ligion, a radical change came in the inner spirit, and the specimens of this period, with a few 
exceptions,^ are more conventional than spontaneous in character. A large number of frescoes 
in Caves IX and XVI (Plates XV LVl tf and c, LVII and LVIII) representing the Buddha 
in the teaching attitude, seated on a throne and attended by two rA<7i/r7-bearers, one on each 
side, although sometimes conveying a certain religious dignity, by frequent repetition become 
monotonous, and again such themes betray a lack of freedom and narrovmess of vision in 
artistic effort. The apparent reason for the artists* leaving the wider field of the yatakas, 
which allowed full opportunity for the display of their artistic fancy and technical skill, was 
that the ruling class and their attendants, on account of professing a different religion, show'ed 
no interest in themes which reflected the glory of Buddhism, while such subjects as gods or 
kings seated on richly bedecked thrones and accompanied by princely attendants suited the 
ideas of majesty and grandeur of their own faith. Representations of this class arc found in 
great abundance both in Buddhist and Hindu art from the latter part of the sixth century 
A.D, omvards, and notable imitations of them may be seen in the murals of Padmanabhapuram 
in Travancorc State, which Iwlong to the eighteenth century or are even later.* 

The frescoes which arc described and studied in this Part are to be found in seven caves. Nos, 
VI, VII, IX, X, XI, XVI, and XVII, the architectural features of which are on a par with 
their pictorial embellishment. Tw'o of these caves. Nos, IX and X, are chahyas (cathedrals), 
w'hich on account of their close resemblance to the caves at Bhaja, Bedsa, Kondane, and Karle 
may be assigned to the first or second century b.c. Fergusson has considered Cave IX to be 
the earlier of the two, hut its facade has no porch, and moreover the curvilinear brackets of 
the doorway (Plate XIII), and the slender pillars of its front corridor are decidedly later 


* This subject has hitherto been called the Dying 
princess, but it really represents the deserted wife of 
Nanda. The other episodes of the story of the Conver¬ 
sion of Nanda are painted on the rock-wall adjoining the 
farmer subject. 

‘ As is to be noticed In the paintings at Ellon, Bagh, 
and Sittanai'asal, vidt Atmuat Reportt of the Arthaco- 
logical Department, (lydcrabad, 1917-8 and 1933-4, 
Pis. A to D and I-IV, and Tkr Painiir^t in ihr BUgh 
Cm/rr, by Sir John Marshall, Dr. J. Ph, Vogel, and 
M. B. Garde. 

* I'he hgure of a Bhiitihu in Cave VI, upper story 


(Plate VII nj, shows the perfect command of the artist in 
the selection of pose and the imparting of a spiritual 
feeling to bis work. This cave was, however, hewn in 
the latter part of the sinth century a.d, 

* Regarding the artistic merits of the Padmanabha- 
puram paintings Dr. J. H. Cousins writes as follows: 
‘Along with a remarkable exuberance of detail and de¬ 
coration, they expressed a dignllied resers'e in the del lie 
figures, and through a strict convention managed To con¬ 
vey a vivid sense of super-personality/ Ptk. Attd Trms, 
aj tht AU-ltsdta Orient. Canf.y 1937, p, 45- 
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features, so that the cave cannot be placed earlier than the first century b.c. The plan of this 
temple is rectangular (Plate XII), which is again a novel feature for a M/ya, as it always 
has an apsidal end. The dimensions of Cave IX in comparison with its prototypes mentioned 
above, or even Cave X at Ajanta, arc much smaller, being 4.5 ft. m length, 22 ft. 9 in. in width, 
and 23 ft, 2 in- in height. The pillars arc octagonal in form, plain in design but slightly de¬ 
creasing in girth as they rise. Their total number is twenty-one, and each of them is 10 ft. 

4 in. high. The iiSgoSa, carved near the end of the hall, has a cylindrical base 5 ft. high, 
while its dome rises only 4 ft. above it, but it is crowned by a square capital, represenUng 
a relic-box, and an abacus consisting of six fillets, each projecting over the one below. The 
abacus originally supported a wooden umbrella, as at Karlc. The inner architecture of the 
cave is characterized by solemn dignity, befitting a place of worship. The facade of the cave 
is, however, richly decorated with Buddhist religious motifs, such as the bcrm-railing, the 
citf//ytf-wmdow, and the lattice-frame. The colossal figures of the Buddha, rarved in the 
rock along the sides of the cave, arc later additions (Plate XIII), and may have been executed 
in the fifth or sixth century a.d., when the Mahayana doctrines of image-worship better 

appealed to the religious sentiment of the votaries. ^ 

Cave X, although completely deprived of its front, is more impressive on account of its 
lofty coiling iind spacious nave.‘ Thirty-nine pillars divide tlte aisles from the nave, and 
Bipport an entablature from which the vault of the barrel-shaped roof spnngs (Plates XXII- 
XXIII).^ The latter originally had curvilinear rafters and cross-beams of wood m imitation 
of the ceiling of a structural building. Their use was, however, conventional, for they could 
not have given any support to the rock-roof. Pieces of old rafters still remain in the mor¬ 
tises, but in the chaitya-czv^ at Karlc, Bedsa, and Kondanc they are seen in perfect form 
and a better state of preservation. The of Cave X is of massive proportions. The 

design is plain, except the capital, which as usual is decorated with Buddhist architectura^ 
motifs. Above the capital there was originally a wooden umbrella, which, like the beams of 

the ceiling, has perished. . , . u j 

As the front of the cave is completely destroyed, it is difficult to determine whether it had 

a recungular porch like the caves at Karlc and Bedsa. An inscription in Brahml characters 
of the second century b.c. carved on the facade, states that Vasithlputa made the endowment 
for the doorw'ay of the temple.^ Traces of old brickwork exist along the side walls ol the 
cave in the front, and it is not unlikely that the doorway mentioned in the inscription was 
a later construction built of bricks, which are of a large size measuring 20 in. m length. 


12 in. in breadth, and 3 tn. in thickness. 

The simple dignity of Caves IX and X is maintained by the architecture of Cave \11, 
which is a vihara (monastery) and has no painting. The walls of the monastery above the cell- 

■ Thr inner dimeiisians of the cave are: depth 95 ft- in other early caves of Western India, do not tist pe^n- 
6 in width 41 ft. 1 iiu, »nd height 36 ft. dicularly, but have an inward lean in imitaTion of the 

» The pilUis art octagonal in form and rise to a height posts of bamboo-structnres, to stop the thrust of the Cnrvi- 
of 14 ft. from the floor. The entablature has a height of linear roof- 
9 ft, 6 in. above the pillars, and the vault of the roof rises ' Infra, Appendul, p. 85 . 

12 ft. 5 in. higher still. The pillars, like their prototypes 
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doors are, however^ adorned with carving of early Buddhist style: the berni-rail design* screens 
of doral and wood patterns*' the horse-shoe arch-hcads* and a parapet of Mesopotamian origin.* 
Cave XT, although situated between Caves X and XII* from the point of view of both 
architecture and painting is of a much later date than either of the latter two caves.^ 
Fergusson has included it in the group of earliest caves at Ajanta, but Its fa^;ade* its pillars* 
its plan of the main hall and the shrine, and its main doorw'ay and windows place it unmis¬ 
takably among the latest caves at Ajanta, w'hich belong to the latter part of the sixth century 
A.D. The cave is approached by a stair* and the high plintli is decorated in the form of 
a balustrade, which does not have curvilinear posts and rails in the style of earlier caves, but 
plain fiat columns and horizontal bars such as we notice in the parapets of structural temples 
of the medieval period (Plate XXXVIII). 

The plan of this temple consists of a narrow veranda, a small hall with corridors on all four 
sides, and a shrine which is without any antechamber.'* The front columns of the veranda 
are plain octagonal, but their bracket-capitals have a design of rolled-up curtain-ends, such 
as we notice frequently in later caves (Plate XXXVIII), There are four cells attached to the 
veranda and six more in the interior of the cave* the latter being connected with the left and 
back walls of the hall. There is also a small recess on a high level In the shrine* which was 
apparently meant for storing sacred relics or other valuable articles of the temple. The shrine 
has a sort of pradakshina round the figure of the Buddha, which is again a feature of the 
later caves. In front of the figure of the Buddha there is a statue of a votary kneeling in 
adoration. Tlie head of this figure being very much damaged* it is difficult to Judge of its 
facial expression, hut the pose is very natural and shows devoutness,^ 

The hall is 37 ft- wide by 28 ft, deep and 10 ft. high, and Is supported by four columns 
of a heavy style resembling the columns of Cave VII (Plate X)* with which cave it appears 
to be coeval,*' 


In the fifth century a,d. Buddhist architecture, like the sister arts of sculpture and painting* 
seems to have reached a very high level* for the design and plan of Cave XVI indicate elegance 
combined with architectural vigour,^ The cave has fortunately an Inscription, incised on the 


“ The floral designs are identical with those carved 
above the doorway of the at Nasik (Plate XXVj, 

inSn\^ tvhkh according to the iii&crt(K 
tions engraved therein belongs to the first century b.c. 
or the first century There is a firHimr inKription 
in Cave Xllaswdl^ which from the style of the script may 
be assigned to the -same periods Infra^ Appendix^ pp. £5 
* The psirapct qf this design is seen freely in the 
Moorish buildings of Spain and North Africa, where 
the Arabs introduced it in the eighth century a.d. and 
onwards. An earlier prototype has been found recently 
in the excavations at Ur, and it probably came lo the 
Deccan through Parthian or Scythian immigrants, several 
waves of whom moved towards India m the first millen¬ 
nium H.c. These foreigners after their settlement in India 
embraced Huddhism because it had no race prejudice. 


The parapet in the earliest caves \$ found only on their 
richly carved fa^des, as at Bhaja, iCarle, and Kondane, 
but later it is seen in the embellishment of the interiors 
of the caves also, as in this vihdra—CAV^ Xli, Ajanta- 
The absence of this parapet in the interiors of the earliest 
caves may indicate that the holy pei^nages of the Saagha 
peiyittted the carving of only such motifs and symbols 
inside the temples a$ had a direa bearing upon the origin 
and growth of the tradition of the faith. 

^ f or the style of painting of this cave see m/™, 

pp. 39-41. 

" Plate XXXVIII, u 

Cavi Tmpl/j ^f India^ by Fergusson and Burgess, 
Plate XXX, t. 

Between Caves XII and XVI arc situated Caves 
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left wall near the end of the fa^de, bearing the name of the Vakataka king Harishena, 
who ruled In the last quarter of the fifth century a.d.^ The plan of this temple can be best 
understood with the help of Plate XLIIL h has a spacious veranda, 65 ft. long by t o ft, 3 in, 
wide, flanked towards the front by six octagonal pillars and two pilasters, the latter being 
most beautifully carved {Plate XLII The hall is entered by tltrce doors, the middle one 
being larger in dimensions than those on either side of it. There are also two windows between 
the main door and the side ones. The pilasters on either side of the main doorway have lively 
female figures standing on madams. 

The front gallery of tlie interior of the cave is a little longer than that at the back of the 
hall, the former measuring 74 ft. in length. Another peculiarity of this gallery is that it has 
a flat ceiling with beams and rafters carved thereon in imitation of their prototypes in w'ood. 
In order to tnake the copying complete, the ends of the heavier beams are supported by brackets 
designed in the form of fat dwarfs (gtfwdj), or flying figures {aftsarajfs) arranged in pairs. 
The sculptor has carved these figures with very great skill, showing the ganas to be over¬ 
burdened by the heavy weight of the beams, while the apsarases arc represented as gay and 
joyous, their hilarious mood being not affected in the least by the burden which they bear 
on their necks and shoulders (Plates XLIV^r and XLV), The sculpture of India has often 
been criticized as rigid and ungraceful, but who w^ould not admire the rhythmic poise, the 
pulsating life, and the attractive features of these figures (Plate XLV^)? 

The hall is 66 ft, 3 in. long, 65 ft, 3 in, deep, and 15 ft. 3 in. high. It is flanked by tw-enty 
columns, sixteen of which are of plain octagonal form, but the two middle ones in each of the 
front and back rows have square bases, and change first to eight and then to sixteen sides on the 
shafts with square heads and bracket capitals. The various lotus designs carved at the places w'here 
these shafts change their form are extremely pleasing, particularly the thin stalks of the lotus plant 
running along the octagonal sides with half-opened flowers at their tops (Plate XLIVtr). 

The shrine is entered from the back gallery of the hall, and it has no antechamber. Another 
unusual feature of the plan of the shrine is that it has two side chambers from which it is 


XIII to XV. Of thee No. XIII is the uriiet and was 
used 3^ 3 duTmitory by thi; monk^ who were attached co the 
grieat t/uiitya-aLWj No, X, It ha^ seven celb and a small 
hall in front, measuring 13I ft+ in width, 16^ ft. in depiti, 
and 7 ft> in height* The cells have, however, t»ery neatly 
cut beds which are further canned at one end Jn the foim 
of a pillow* The doors of the cells are very narrow, nor 
is there much space inside them, these features indicating 
that they were u 4 cd for sleeping only* Cave XIV was 
inaccessible previously, but the dcanmg of Cave XlII in 
recent times has exposed a stair in its right side leading 
10 the former cavcp It was apparently excavated later 
than Cave XIII and was never finished. The cave has 
a long veranda, 63 ft. by 1 1 ft., and an unfinished Imll 
at the back of it, which if completed would have measured 
61 ft. by 35 ft. 6 in. Neither Cave XIII nor Cave XE V 
has any painting. Cave XV Is slttiated quite close to 


Cave XlII, but in age it is much later than the former. 
The plan of Cave XV comprises a veranda, 30 ft. long 
and 6 ft. 6 in. deep, a hall which has no columtis and 
measures 34 ft. each way, and a shrine with an ante- 
chamber in frorit of it. The figure of the Buddha imide 
the shrine Is not of ihe conventional tj^iet it is t^iliGr 
slim and the legs are crossed and the feet turned upwards 
(Plate XLIl^). This pose is more common in later 
inuges, particularly among the representations of Jain 
god* of seven centuries later. On the frierc abfwe the 
main doorway are carved four pigeons in very naturat 
pores, and between them is a with a halo of cobra- 
heaik, while the base of the k made of the coils of 
the same reptile (Plate XLI A). The roof of the ante¬ 
chamber of Cave XV has traces of painting. 

* For further Informallun regarding this iiiscripEion 
sec Hyd. jfreh. Serif No. 14, and p. 44. 
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separated by a screen of two pillars and pilasters. These chambers are also entered from the 
back gallery of the hall. The image of the Buddha in the shrine Is of colossal size» but it is 
rather heavy in artistic effect (Plate XLIVi). 

The architecture of Cave XVII, although in age a quarter of a century later than Cave 
XVI,* maintains the magnificence of the style of the latter. However, as the majority of the 
paintings of Cave XVII form the subject of the next Part (IV), it will be appropriate to discuss 
the merits of its architectural detail also in that Part.* 

The remaining caves {VI and VII) of wfiich the frescoes have been studied and illustrated 
in this Part are nearly a century later than Caves XVI and XVII, but Fergusson, and in his 
wake some modern writers also, have placed the architecture of the former two caves earlier 
than that of Caves XVI and XVII.^ This opinion docs not seem to be correct, the reasons 
being that the plan of Cave VI both in its upper and lower stories, although conforming to 
the general plan of the fifth-century 'oiharas of Ajanta,^ has certain features which seem to be 
later developments, indicating more or less the vagaries of the architect's mind. For example, 
he has increased the number of pillars in the lower story with a view to giving adequate support 
to the rock-floor of the upper story. The architect has shown considerable ingenuity in the 
arrangement of these pillars by transforming the middle hall of the vihiJra into three aisles, 
the central one of w'hich leads to the shrine. But the presence of these pillars in the middle 
of the hall is somewhat obstructive, for the main idea in designing the hall was that the 
congregation should sit comfortably on its floor and be able to look freely at each other and 
also at the chief Bhikifiu who addressed them on ceremonial occasions. The design of the 
arch car\'cd over the door of the shrine again is capricious. It springs from the mouths of 
makarast and is curvilinear (Plate Va)J The larger numbers of the figures of the Buddha in the 
upper story of this cave is another feature indicating a later origin (end of the sixth century 
In the corridors of the upper story, besides the ceils there are chapels with pillars in 
front. Over the chapel at the left end of the front corridor there is a frieze representing 
figures of elephants in different postures, W'hich show the close observation of the sculptor in 
studying the habits of the animal. The figures are very lively and indicate considerable 
movement. One of them is killing a tiger. There is another effigy of an elephant, carved on 
a bracket in the veranda (Plate V^). In this sculpture the animal holds garlands round his 
trunk w'hich he evidently is bringing as an offering to the Buddha. The striking feature of the 
carving is that the animal has been shown almost trotting, animated by feelings of joy at the 
sacred mission w'hich he is performing. 

The plan of Cave VII is rather unusual, having a long hall (or veranda) with two porches 


' There is an inscription in Gave XVII also which 
ha& been publi^fbed. According to the gencalDgy of Vika- 
taka kings given therein the jnscriptbn belong to the 
early part of the sixth century^ Budiihiif Cavr TfmpUt^ 
by J* Bnrgessj L, pp, 128-32, and Cavf-TfmpU 

tnicrtpfhnjf p. 73 seq. 

* In this Part (III) only the paintings of the veranda 
of Cave XVII have been studied. 

^ Cm/f Ttmpks p/ by Ferguison and Burgess, 


pp. 299 IF-, and indwn by P, Brown, 

pp. 66-7. 

♦ Caves I, II, XVr, and XVII, which according 10 
contemporary inscriptions belong to the fifth ceniury a.d. 

^ Over the shrine door of Cave XX U ako a similar 
arch, bui the latter consists of two curvilinear parts each 
springing from the mouth of a and resting in the 

middle on a lotuS-fiower.^ Buddhhi Cavf Templet^ PJate 
XX, Fig. 1. 
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GENERAL REMARKS 

in front and an antechamber and a shrine at the back (Plate X)* There are also cetls^ four 
in the back wall, and three in each of the side rooms built at the right and left ends of the 
hall * The side rooms have been excavated on a higher level than the hall, and as the approach 
to them is unfinished they appear to be later additions. As this cave is near the old steps 
which formed the main approach from the valley to the group of the earliest caves, IX, X, 
XII, XIII, and XIV, it is likely that its plan was changed at various times according to the 
requirements of the monastic orders which were established there. The sculpture of the ante¬ 
chamber and the shrine of this vi/iara, however, show it to be a late sixth-century excavation. 

In summing up these remarks it may be observed that the main two typ^ oI the rock-hewn 
temples of Ajanta, that is, the chaitya and the the former beginning with a rectangular 

portico and a nave wdth side aisles arranged In the form of an apse at the end, in the second 
century B.c,, and the vihara starting with only a square hall having cells exca^'ated on three 
sides of it—kept to these plans under the HTnayana school, which seems to have continued in 
the Deccan up to the third century a.d. But in the fourth century, under the influence of 
the Mahayana school, the representations of the Lord himself in various mudras (attitudes), 
either carved in rock or painted, and a well-developed pantheon comprising a number of other 
gods and goddesses, necessitated the excavation of niches in the aisles and other prominent 
parts of a chaityn^ such as the for the insertion of these deities. Similarly, the same 

causes brought about a change in the original plan of the which, instead of comprising 

a bare hall, began to have a corridor on all four sides of the liall and a shrine with an ante¬ 
chamber at the end. The shrine w-as added to house the figure of the Lord, and the antechamber 
for the accommodation of the principal deities of the faith. At Ajanta the earliest v'thsra of 
the latter class Is Cave IV,* which has a colossal image of the Buddha in the shrine and some 
dainty carvings on the doors and the windows of the hall opening on the veranda. The large 
dimensions of this cave,^ combined with the massiveness of its architectural features and the 
frugal use of decorative w'ork, present a faithful picture of Buddhist religious dignity, reflecting 
the restraint of monastic life on the one hand and the expansivencss of spiritual life on the 
other. The vi^ara* was probably excavated in the third century a.d. or still earlier;* but 
the decorative work may have been done at a later date. 

Although in this brief notice of the outstanding features of the paintings and architecture 
of Caves IV-XVI their serial order could not be observed, yet in describing the stories painted 
on the rock-walls of these temples and in studying the artistic merits of the frescoes the serial 
order of the caves will be strictly followed, so that the plan adopted in Parts I and II, dealing 
with the frescoes of Caves I and II* is maintained in this Part as well. 


' /i;j.,PlatwXXVII,XXVlIt,Fig. t.andXXXVII, 
Fig,. 2- 

* Ii has tmccftof palnimgs in the Milittg of veranda^ 
but they are too hint and fragmentary to be reproduced 
in this publication, 

^ The hall of thi^ rave mrasures 87 ft, each way and is 
supported by twonty-cight columns, 3 ft. 3 in. in diameter. 

* Tht vihdra may have been built at the same time 


as the rAit/jfyd-Cave X, for a temple of colossal siae 
retjuired a large monastery for the dwelling of monks. 

* Caves in and V arc both unfinished and havi^ no 
paintings. The former was inacct$$ible tintil recently ^ 
hut a stair has recently been constructed by the Archaeo- 
logica] Department of Hyderabad to give access to this 
rave* Cave V is interesting as showing the method 
which was followed in excavating the temples. 
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THE BUDDHA IN THE TEACHING ATTITUDE 

FIRST SERMON (?) 

Plate II 

Tki mhjiCi h painted m the Itfi wW/ ^ thf antcchQnd^tr in thf iUry cf Cuvf FL 

T he fresco is much damaged, and hence it is difficult to decide whether the subject 
represents the First Sermon or the Great Miracle of ^ravasti.* The principal figure of 
the Buddha is in the teaching attitude, but the smaller representations arc painted in other 
miftJrds as well- For instance, the Buddha to the left proper of the larger figure is In the SM- 
iparia or earth-touching attitude.* They are all seated on large full-blown fiow'ers of the lotus,^ 
and are separated from each other by stalks of the same plant, w'hich bear flowers in various 
stages of bloom. There are some figures below those of the Buddha, one of which, apparently 
representing a w^man, is making an appeal to the Great Being, for she has placed her right 
hand upright on her head. The artist has drawn the fingers of her hand with much skill and 
feeling, and to show his love of ornament he has painted a ring with a large jewel round the 
second finger of the lady. 

An interesting feature of this fresco is that in some places the original outline of the subject 
in red is preserved, wherein the corrections of the master-artist in black arc also seen. 


DVARAPALAS AND A FEMALE VOTARY 
Plates II llla-i, and IVa 

Tfiinfigures sre paiNted the hack tvali ef ihf antechumher^ en either tide ef the ihrtne^direr^ in the titwer jfery ef Cave Fh 

T he door of the sanctuary in the lower story of Cave VI originally had richly dressed 
dvarapalasy whose heads and other parts of the body are almost obliterated now', but there 
still exist fragments showing that they wore long coats and lavishly bedecked girdles and 
W'aistbands. The figure of the dvarapsla to the right of the shrine-door is reproduced in 
Plates III h and IV a by way of illustration.^ The latter is based on a photograph taken 
direct from the rock-wall, w'hilc the former is a faithful tracing of the original fresco. Of this 
dvarapdia a part of the left arm had survived, w'hich has now been carefully preserved by 
the mechanics of the Department, The arm shows skilful drawing and perfect command in 
expressing inner feeling, which in this case may be interpreted from the gesture of the sensitive 
fingers of the dvdrapdia. The figure represented some raja, for the Bodhtsattvas and Taishas 

' This subject is frequcittly paiiiied at AJania, vidr Buddhists. Sec A. Getty's ThtGodi of N^rthtm Buddh- 
Part I, pp. 34-5, and Part II, p. 17, /Vw, p, 192, 

* For this as well as other imtdrSi sec Pan I, p, 34 n. * "^["he two arc also reproduced \n*rhf Potnt- 

* The lotus was a symbol of self-creation among the mgt of jfjantay by J. GrifEths, voL ii, figs. 134-5. 
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PLATES lld-i, & IV 

arc not generally delineated as wearing coats. The dvSrapSla has ornaments on his arm, wrist, 
and little linger, but what strikes one most is the design of his girdle, which contains scrolls, 
flowfcrs, and chcck^patterns in alternating divisions. The design was apparently worked out 
in embroidery, the material being silk or gold and silver threads, or all three. 

The dvSrapala is further adorned with a belt of pearls or gold beads, and also with chains 
of the same metal which hang dow'n to the border of his dress. The jewel-rooms of the Deccan 
kings seem to have abounded in pearls and gold at all times, for beside the lavish display of 
such ornaments in the paintings of Ajanta, w'hcn w'e come to the medieval period we find 
'Allu'd-Din Kh aljl carrying off a booty of 5® maunds of gold and several maunds of pearls in 
addition to valuable stufiFs and a large number of elephants and horses, after his conejuest of 
the Deccan.' 

The figure of the dvarapsla to the left of the shrinc-door is still more damaged but in 
the lower part of the fresco the head of a lady can be made out with certainty, and the fresco 
when complete must have been one of the masterpieces of the later style of Ajanta* (Plates 
II & and III a). The face shows much serenity, and the features which are intact arc beautifully 
draw'H. The most attractive parts of the fresco arc the ornaments and the coifiurc. The former 
comprise a necklet of large pearls and several strings of smaller pearls round the neck, two 
types of ear-rings, and a pearl ornament round the forehead, the strings of which along wfith 
a garland of flowers are intertwined with the hair. A large flower has been placed above the 
temple on one side, while the hair above the forehead is arranged in small dusters like the 
drops of an ornament. The effect is extremely charming. The large ear-rings owing to their 
weight have been attached to the middle of the ear, but still the ears arc elongated, being 
rather conventional in shape, as noticed in contemporary Buddhist sculpture. The small car- 
rings with pearl drops shown in the upper parts of the car are still in vogue in the Deccan. 


TEMPTATION OF THE BUDDHA 

Plates IIIc and IV^ 

Tht tttnt If psinttH on ihf right ■waN of thr anttchamhtr in tht louitr itorj of Cavt 

T he fresco Is much damaged and it will be difficult for the reader to trace the drawing 
of the various figures cither with the help of the photograph (Plate IVii) or the tracing 
(Plate III c). On the rock-wall a keen eye may. however, notice the figure of Mara to the 
right proper of the Buddha. He is richly adorned with jewels, as befitting the dignity of a raja, 
and is wearing a dhoti of striped silk to cover the lower part of his body. In his left hand he 

' Briggs’s transUtion of the Tari^i-Firhha, voL i, * Griffiths has reproduced this figure in Part I, p. lO 
pp J07-IO. apparently reconstructed it with a view to 

* A colour-reproduction of a fragment of this fresco showing the full beauty of the drawing, 
has been given by Griffiths in Part 11 , Plate 134. 
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holds cither a curved sword or a sharp sickle to cut off the head of the Buddha, who is sitting 
in the middle,unperturbed, in the ihasffari^i (earth-touching) attitude. The head of the figure 
representing Mara is too much damaged to show any expression, but the painter must have 
tried to show him in an angry mood. Between the figures of Mara and the Buddha there is 
the representation of a stalwart warrior w'hose head is missing. Below him, by way of contrast, 
the artist has painted the figure of a goblin with tiny hands and the head of an animal. He 
has strange headgear and a waist-band from which little bells are hanging. The goblin is 
trying to shake the throne of the Buddha. Near the nimbus, round the head of the Buddha, 
the faces of two demons may be seen, with bulging eyeballs and dumpy noses. Below them 
are the trunks of two elephants, apparently throwing a strong spray of water to disturb the 
Buddha in his meditation. Behind them the hands, trunks, and legs of several other figures 
may be noticed. One of them has thrown up a horse, w'bich is seen in the air over the head 
of the Buddha. The figure of the horse is intact, and it is shown falling down on its back 
with its legs and muzzle turned upwards. To the left proper of the Buddha are two more 
monsters, riding on donkeys. The one nearer to the Buddha has two skulls in his headgear. 
The other is apparently wearing a mask to frighten the Buddha, The lower end of the mask 
is seen across the face of the demon. Below- these the traces of some more figures may be 
noticed, and also the head of a cobra which was possibly used as a lash by some demon. 

Below the throne of the Buddha were painted the daughters of Mara, disporting themselves 
in an enticing manner. The head of only one figure can be seen; the rest have completely 
perished. Such subjects gave the artist an opportunity to display his sense of the grotesque, 
which he has done admirably, inspired by the religious stories which w-ere extant at that time 
regarding this great event in the life of the Buddha, that is, his enlightenment after protracted 
meditation.* 


A BHIKSHU 

Piates VII and VIII^ 

This figfiTt is pisintfd th€ of the Buddim c&rvid tsn tht Iffi W4sil of fht anUihamkrr in iht i^pptr story of Cffvr FI^ 

T he upper story of Cave VI, like the ground floor, was originally adorned w-ith frescoes, 
but the bats and other unsympathetic denizens of the cave have subsequently wrought 
havoc on a large scale, and except a feW' fragments clinging here and there, the paintings have 
completely perished. In the upper story of the cave, however, some specimens have survived 
which retain the original colours and are reproduced in Plate VII a-A. The most interesting 
of these is the figure of a bhikshu in the act of adoration. He is kneeling before the figure 

* TKefc are traces of painting inside tJie shrine and extremely dim. Still, on the wall of the back corridor^ 
on the wall of the back corridor On account of the to the right of the an lech amber^ the figure of the Buddha 
fires of the yogit and the neglect of centuries combined seated on a throne may be seen, 
with climatic dcicriorition, these paintings have become 


IQ 


PLATES Vilfl-i, Vlllii & IXtf 

of the Buddha and looking up towards his face with the light of hope in his eyes. The drawing 
of the figure is firm, marked by a black outline. The fingers and toes have been painted as 
usual with very great care, but in this figure the remarkable feature is the large abdomen 
w'hich generally develops in old age when no physical exercise is taken. The ^hikshu carries 
a metal censer in his right hand, while in the left he holds three lotus flowers’ which he 
has brought to offer to the Buddha. The colours used in painting this figure are only twOi 
red-ochre and yellow-ochre, relieved by an outline in black. The result is» however, very 
happy, the former colour very well representing the reddish-brown of the skin of the bhikshu 
and the latter the tint of his scanty garment, comprising a scarf on the left shoulder and chest 
and a loin-cloth which fails even to reach his knees. The figure is a perfect picture of 
devoutness and religious hope. The artist could not restrain his sense of humour in painting 
even a holy person like this, and to evoke laughter he has delineated the tuft of hair on the 
crown of the bhikshu'% head (the ushmsha) in the form of a flower. 


DVARAPALAS MALE AND FEMALE FIGURES 

Plates VII ^ and IX ^ 

Thtst ^gurti art ^ahdtd on the jamii end tht tidt-titeUi of tht dooru-of ef the the^t at the right end tf the front ttrridtr 
in tht ufi^er story of Cavt 

T he figures of happy couples representing donors or arhats with their consorts, or dancers 
attached to the temple, are carved on the facades of the earliest Buddhist chaityasy such 
as those of Kark, Bedsa, Kondane, and Bhaja. But with the passage of time the practice became 
more a decorative feature than a means of conveying religious significance or representing any 
particular deities of the Buddhist pantheon. The doorways of the fifth and sixth century 
temples of the Buddhist faith are therefore adorned with male and female figures in a variety 
of most delightful poses. 

In this subject (Plate VII b) we see a lady in a thoughtful mood but with all the charm of 
her youth, w'hich has been enhanced by scantiness of dress ^ and profusion of ornaments, and 
above all by a graceful attitude. She has placed one of the fingers of her left hand on her 
lip in the typical Indian style. The gesture denotes bashfulness as well as mental absorption. 
The artist was a master of the technique and he thoroughly understood where to lay the shade 
to accentuate the plastic beauty of the limbs. Behind the lady to her left is another figure 
W'ho is fully dressed, the lower garment extending much below the knees and the upper part 
of the body covered either by a large scarf or a coat. Behind the lady is a dwarf of a fair 
complexion holding something in his hands which U not clear in the fresco. 

To the left of this group in another panel is a male figure representing a Bodhisattva or 

‘ Some scholar* have suggested that the three flowers * She is wearing a tight bodice of a thin tnatcriai and 
represent the triratno, the Buddha, Order, and Law. a pair of tight drawers which do not reach her linees. 
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some arhat making a religious gesture with the fingers of his right hand. The head of the 
figure is damaged, but the limbs show' careful modelling and the pose is also natural. There 
is a dwarf in this panel also, but the colours and the drawing arc so faint that it is difficult 
to make out his features wnth any precision, nor is it possible to appreciate the expression of 
his face. Above this panel there is anotlver representing two ladies, both of whom are standing, 
and one of them has crossed her legs in a graceful manner. The upper parts of these tw o figures 
are much damaged. Above them there is another couple, in a comparatively better state of 
preservation. The female figure is looking towards the door of the chapel and has made a loop 
with the fingers of the left hand, apparently representing some religious mystery. 

To the right of these panels, on the jamb of the door, there arc three panels representing 
Parthian male and female figures in a joyous mood, sipping wine or love-making. The male 
figures have beards, and their caps also prove them to be non-Indian. Corresponding to the last 
three panels there are three on the right jamb of the door again representing Parthian figures 
whose bluejackets and peaked caps form a prominent feature. Below these is a female figure 
accompanied by a small male figure with long hair. The latter is resting on a crooked stick 
which passes through his legs. To the left of the figure of the woman is a dwarf, the drawing 
of which has become very dim (Plate IX a). Close to the right jamb of the doorway, on 
another facet of the door-frame, there are three more panels, the lowest of which bears the 
figure of an arhat or a Bodhisattva to correspond to the figure on the left side of the doorw'ay. 
The remaining two panels contain the figures of female carved in beautiful poses (Plate IX a). 
The presence of figures with sunken checks and short beards, wearing peaked caps and full-skeved 
coats, as show-n in some of the panels referred to above and also in several of the later frescoes 
of Caves I and 11 , point to a period in Indian history when Partho-Scythian dynasties w'crc 
established in Sur^htra and Malw’a, whose territories occasionally included the northern parts 
of the Deccan.' 


MIRACLE OF gRAVASTi 


P/ales Vllli and IXd 


Thh tuhjest it patnitd oh the right ttiaii of tht chapel itt the front corridor of the upper ftory of Cave fl. 


T he miracle of Sravasti was a favourite theme of the artists of Ajanta, for it gave the 
religious-minded novices, as well as the trained craftsmen, an opportunity for painting 
the Great Being whose figure on account of the various conventional features had become 
almost stereotyped. The figures of the Buddha painted on the walls of the antechamber of 
Cave 11 represent a very poor art, and the work must have been done by beginnere with the 
help of paper-stencils.* But in this chapel the artist has delineated the subject with extra¬ 
ordinary skill, making the features of the Buddha highly refined and giving a spiritual effect 


* Ajants, Pin I, p, 46, and Indian Art of the Ruddhitt Period^ bjr G. Yazdani, p. 7 {Oirford Univ. Press). 

* /in/.. Part J I, p. iS (f.n. ij and Appendix, p, 65. 






PLATES Vin,VHU» & Xla 

to his appearance by the judicious use of high lights (Plates VIII i and IX S). The head of 
the figure in the middle has almost a classical grace (Plate VIII 6) and may be compared 
with some of the best works of Italian artists of the fourteenth and fifteenth centuries. It 
bears a striking resemblance to the figure of the standing Buddha on pillar 5 of the right aisle 
of Cave and it is not unlikely that both the figures were painted by the same artist, 
although some of the frescoes of the latter cave date back to the second century b.c. These 
two Buddhas, like the other frescoes of Cave VI, are, however, not earlier than the sixth 
century a.d. This view is confirmed by the characters of a three-line inscription painted on 
tlie left wall of the upper story of this cave between the door of the cell and the chapel.^ 

In this fresco the aesthetic taste of the painter has induced him to deviate from the con¬ 
ventional features of the Buddha, that is, thick lips and nose and an almost roundish face, 
and replace them by a thin nose with short mouth and full lips and an oval face. The effect 
of the change is very happy, and the figure has become more vivid than in the case of the 
ordinary paintings of the Buddha at Ajanta. The artist has also made a slight change in 
the garment of the Buddha* and instead of covering the upper part of his body with a sheet or 
a large scarf, has dressed him in a full-sleeved robe which is trimmed at the neck with a black 
collar. This simple alteration has enhanced the artistic effect considerably. 

The ceiling of this room was also painted, and traces can still be made out. Besides the 
usual concentric bands of decorative patterns there are lotus-leaf designs arranged in squares.^ 


THE BUDDHA IN THE TEACHING ATTITUDE 

FIRST SERMON (?) 

P/afe Xld 


Tht luhjttt II pfiinitit on tht hnci v/e/l of thf vtranda of Cave ^//, lo thr Uft of tkt ttiaHhamher, 

C x'WE VII, being situated at the head of the steps which descended to the valley and 
the stream therein, was apparently used as a halting-place at the time when the caves 
were used by the Buddhists for worship, and also in later times W'hen they were relinquished 
by the Buddhists and occupied byyagTr of the Brahmantcal faith. The ceiling and walls of this 
cave, which were adorned with paintings, evidently suffered most from the fires of the yo^s 
which were lit for purpose of cooking or for homa (fm) and destroyed the colours. A judicious 


» Cf, FUic XXXVl S and GrifSih*, 42“3- 

* infra^ Appendix, p, 88. 

* The room at the left end of the veranda in the upper 
story of this cave was also painted, but through percob- 
cionof water which Came from a crack in the rock-ociling 
much damage has been done to the frescoes. ITiis crack 
has been repaired by the Department, and there is no 


danger of any further damage to the walls and the ceiling 
of the room. On the right wall there are figures of two 
epsarattt and also the representation of a serpent. Two 
Buddhas arc also to be seen, one of whom b in the teach¬ 
ing attitude. On the back ivall of the room are some 
ar^itectural designs, showing wo<iden pillars and roofi, 
the Utter resembling the canopies of chariots {ratify 
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use of ammonia has. however, been found useful to remove the film of smoke and disclose 

such colours and design as have survived the scorching of fires. 

The present subject is one of the frescoes which have been cleaned by the mechanics of 
the Department, and although the drawing has been much dimmed by the destructive effect 
of the fires, yet the principal figures can be made out. In the middle is the Buddha seated 
on a throne, and his feet rest either on a cushion or on a lotus. He is apparently delivering 
a sermon, for his hands show him in the teaching attitude. On either side of the throne is 
an attendant. The one on the Buddha^s right proper is wearing a crown and a long garment 
of striped cloth which extends much below liis knees. This attendant holds a flower in his 
right hand and a water-vessel or something similar to that in his left. It is not unlikely that 
this figure represents the Bodhisattva Padmapatii, who Is generally painted on the right of the 
Buddha, his special emblem being a blue and white lotus flower.’ The attendant on the left 
proper of the Buddha is dressed in the style of royal personages, that is, in a short Moi? 
(loin-cloth) of striped silk, the upper part of the body being naked. But this scantiness is 
generally made good by rich jew'ellery and an elaborate crowTi, which in this case have 
been obliterated by the effect of fire. The water-vessel which he is holding in his left hand 
can, how'cver, be traced with certainty, and it may be suggested that tlie Bodhisattva repre¬ 
sented here is Maitreya (in Pali, Mctteyya), one of whose emblems is a vase. 

To the left of this subject there is another Buddha with two attendants, but the figure of 
the attendant on the right proper of the Buddha has completely perished. As both tliese 
subjects are very faint, it is difficult to express any opinion regarding the artistic merits of the 
frescoes. The colours which have come out by cleaning with ammonia are scarlet, yellow 
(goldish), and blue, the first shown in the robe of the Buddha and the second and third in 
his halo. A kind of green colour is also visible in the striped cloth of the dress of the attendants. 


THE BIRTH OF THE BUDDHA 
P/ate XU 

Thf stsrj h paintfd m tht hath wall thr vrranday to the right tf the uRtethamhefy in Cave VIL 

T he story is portrayed in two episodes. In the first Maha-Mayais shown lying on her 
bed, w'ith four maids—^two near her head and two near the feet—fitting along two sides 
of the bed, two on each side. Maya has just had the dream regarding her pregnancy, which 
according to the Buddhist legend was the descending of a small white elephant from hwvcn 
who struck Maha-.Maya on the right side and entered her womb. The white elephant is not 
visible in the fresco, but Maya is lying on her left side and U dressed In a sari of striped silk. 
To show her surprise after having the dream, the artist has painted her head raised from the 
pillow, resting on her hand w'ith the arm placed on the pillow, Maya wants to tell the maids 
what she has seen in the dream, but they seem to have fallen into deep slumber, burying 

' Ajantety Pan 1, Text, p. iK, Pis, XXIV-XXVII. 
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PLATES XVa h XVla 

their faces in the bed. There are doors at each end of the room in which Maya is resting, 
and at the door near her feet the figure of a guard is visible. The door near her head pro¬ 
bably leads to King ^uddhodana’s chamber^ and in it we see a raja and rani talking together. 
This is apparently the second scene of the story, and here the painter has shown Maya speak¬ 
ing to her husband regarding the dream. By the pernicious effect of fires the colours of the 
fresco have almost perished, but the figures can be made out with certainty, and thus the two 
episodes of the birth-story of the Buddha have been identified.' 

A NJGA king with his ATTEND.ANTS: 
jAtaka not identified 

Plates XV (z and XVI a 

Tht tnhjtd ii famitd cn fht mner tide af the /rent taaO of Cave /A’, ahevt the left whdow. 

I N Cave IX there are paintings of different periods, some of which have been laid on older 
frescoes. As an example of this we notice the figures of two bhikshus with an inscription 
forming part of a fresco which had covered the older painting, now exposed on account of 
the removal of the former by Mr. John Griffiths some time during the years 1875-85, when 
he was copying the frescoes with a party of students from the Bombay School of Art. The 
edge of the painting on which the two bhikshus are represented b clearly higher than that of 
the other fresco, and it appears abruptly on the surface of the latter. The heads of the two 
bhikshus from the style of their painting appear to be of the late fourth or early fifth century 
A.D.,* which view is supported by the characters of the inscription painted above the head of the 
bhikshu with a ruddy complexion. In the background of this fragment tlic leaves of the SamaH 
tree {Vitex trijalid) show an autumnal effect (Plate XV a). 

In the main subject, commencing from the left, there arc two figures sitting under a mango 
(?) tree bearing fruit, flowers, and new leaves which have been shown in a light colour. 
The delineation is somewhat conventional, but still the effect is quite pleasing to the eye. 
The drawing of the two figures is a little dim in the original, but the detail of the painting 
can be studied, which it is not so easy to do in the photographic reproduction (Plate XV zi). 
The heads of the two figures Indicate careful modelling in the original, the outline having 
been marked in dark red, which has produced an effect of volume in the painting. Griffiths 
has published what arc apparently ‘reconstructions* of these two figures,* which convey a g^ 
idea of the jewellery, the kinds of head-gear, and the poses. By a trained eye the artistic 
features may still be traced in the original painting, for example, the vermilion tint of the 
lips and the comers of the eyes, the fine lines Indicating the wrinkles of the eyelids and of the 
skin below the eyes, the white and yellowish dots and lines showing the strings of pearls, 

' For (he various meWents of the birth of the Buddha pp. 16-17 *J- * Griffiths, voL 1, p. 31. 

see Warren’s Buddhim in Tranjiatimt^ pp. 38-44, * infra^ Appendix, p. 86 f. 

FausboU’s fdtaita (Introduction), and Ajanta^ Pan II, * Griffiths, voL 1, p. 19. 
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AJANTA: EXPLANATORY TEXT 

and the washes of light colour to produce the effect of high light- The dress is scanty, con¬ 
sisting of a loin-cloth and a strip of silk, or other material with a design, used as a turban. 
The strip is intertwined with the hair, both arranged like a turban with a knob at the top. 
The artist has further crowned the headgear of one of these figures with seven cobra-hoods, 
and of the other with only one cobra-hood,’ the distinction being that the former apparently 
represents a king and the latter his son or minister- In contrast to the dress the jewellery on the 
bodies of these two figures is elaborate, comprising large wheel-pattern ear-rings, broad neck¬ 
laces, ornamcmed metal armlets, and round heavy wristlets. The necklaces consist of strings of 
pearls which have been joined together by broad clasps of gold or some other precious metal 
The styles of jcw'cllery and the headgear of these figures are almost identical with those of the 
figures carved at Karlc, Kanhcri, and Amaravatl, Apart from the dress and ornaments their 
physical features are also very typical—oval faces, short noses, full lips, bright eyes, and small 
figures, but strong limbs. They apparently represent Andhras of the first to third centuries b.c,, 
or of the first to third centuries a,d., that is, of a period when the people of the Deccan, in spite 
of having embraced Buddhism, were not governed in matters of style and taste by the culture 
of North India, 

Thc second scene of the story is shown in the adjoining panel to the right, which is separated 
from the first scene by conventional bands representing hills or buildings- The fresco is much 
damaged, and in the colour-reproduction (Plate XVii) only its left half is given. The tracing 
(Plate XVI a), how'ever, shows a king w'lth tw'o attendants, one of whom holds an umbrella and 
the other a fly-w'hlsk- In front of the king there are five supplicants sitting on the ground in a 
circle and presenting their case with due respect, as is show-n by their hands, which arc joined 
to indicate submission. Behind these five figures there are two more, who are standing and 
w'atching the proceedings with interest. Above these two figures an apsarai is flying towards 
the king. The scene has been identified by Burgess with the but there arc no 

events represented to confirm this guess.* 

The ornaments and dress of the figures in this scene are similar to those of the N 3 ga king 
and his minister in the previous scene, but the artist in the former has showm a novel design of 
car-ring which is in the form of a barrel, hung by little chains from the middle of the car. The 
style of painting of the human bodies is very realistic, and the ‘reconstruction’ of a figure of 
a woman from this scene given by Griffiths^ shows that the art at Ajanta had reached a high 
standard w'hcn this scene was painted. It has been mentioned above that the dress and orna¬ 
ments show'n in this subject are identical with those to be seen In the sculptures at Karle, 
Kanhcri, and Amaravati, and as on the basis of architectural features Cave IX has been assigned 
to the first century b.c.,^ it is not unlikely that this fresco is also of the same period- The painter 
has delineated the figures in a variety of poses exhibiting naturalness on the one hand and grace 
on the other* In the colour-reproduction (Plate XV^) the figure of the apsaras admirably 
conveys the Idea of rapid movement- 

' For Nagtts sec Part I, pp. ti-ta, J. Ph. dtr cnxhropoL GtstUjihsft m vol. xviii (iS88j. 

Vogtl's Indian Strptnt Lsrt (1926}, or M, Winternitz’s * Nattj ah tht Buddhist Roti^Ttmples of Ajanta-, p. 47. 
‘Dcr Sarpabalt, «in altindisdicr Schlangcncuir, Mitttii. ^ Griffiths, vol. J, p. tS, ‘ Supra, p. 3. 
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A GROUP OF VOTARIES APPROACHING A STUPA-. 

NOT IDENTIFIED 
Plates xvii-f, and XVIIa 

T ht sevtral jtma relating to thh suhjtet are painteei on the left wall of Cave IX, 

T flli! Story painted on the left side of the front wall seems to have been continued on the 
left wall, for the figures disclosed by the cleaning recently carried out by the mechanics 
of the Department arc not only similar to those on the former wait but also show a continuity 
of. the subject.' This fresco also was covered in later times by another, a portion of which, 
representing six Buddhas, may be noticed on the upper part of the wall. 

The old fresco first has a group of sixteen votaries who are approaching the door of a stupa 
(Plate XVI The hair of the votaries is intertw'ined with strips of cloth in a variety of 
styles, the artist’s imagination not being satisfied w'ith a uniform type. The figure nearest the 
door has turban -1 ike headgear with a knob in the middle, above the forehead. The heavy 
figure behind him, who has a beard along the edge of his broad face, is also interesting as 
regards his headgear, which has an elaborate plaited tertiiination protruding over his forehead. 
The hair of the young man behind him Is also dressed in the same style, but the terminal 
knob is not so elaborate as that of his burly comrade. The three figures above the last two 
are wearing turbans, on the tops of which tufts of hair arc arranged in a decorative manner; 
but there is a slight difference in the case of each figure in the style of intertwining the hair 
with the band of cloth. Differences of similar type arc to be noticed in the headgear of other 
figures, and one of them has his turban and tuft rakishly inclined on one side of the head. 
The artist’s love of variety is also to be seen in the positions of the hands of the votaries, two 
of whom, nearest the door, have their hands joined together in an attitude of humility. Some 
of them have raised their hands in the abhaya., or assurance, mudr^^ in which the right hand 
is lifted up w'ith the elbow curved and palm exposed. The painter’s play of fancy can be 
further studied in the decorative waist-bands, which are tied in front w'ith knots of different 
styles, and have their ends arranged in a very artistic manner. The grouping of the figures 
is natural, and the artist has succeeded in conveying an idea of movement, as if the party is 
approaching the stupa. The drawing sho\^'s the body in the round, and there is no flatness 
such as we notice in medieval Indian paintings. The fine brush-work show-n in the dressing 
of the hair, and in the designs of the jewellery and the folds of the loin-cloth, also exhibits art of 
a developed stage. 

The stupa is enclosed by a wall which has two gates, one of w'hich has a barrel-shaped 
roof with timber rafters, like that of the contemporary rock-hewn temples {chaityas) at Karle, 
Bhaja, Bedsa, and Kondane, w'hcre original timber beams may still be seen. The other gate¬ 
way is in the style of the Sanchi gateways {ioranas),^ and as one of these was built by craftsmen 

* Burgas in p. 48, has qiioicd the fallowing much smoked to make ^ything out except some trades 

remark of CJriffithsi *Along the rest of ihe wall beyond of buildings and among them a sort of temple/ 
these (the figures of the six Buddhas) the plaster h (oa 
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AJANTA: EXPLANATORY TEXT 

from the Deccan, it may be surmised that this painting is coeval with that gateway.’ The 
stiipa is built in the middle of the court and decorated with a number of umbrellas, w'hich 
have been the emblem of royalty in India at all titnes, even during the rule of Mughal kings. 
In the right half of the court, near the tar ana ^ are some musicians, one of whom is playing 
on a long trumpet, another blowing a conch, another beating a double drum { 4 holalt\^ which 
is hung from his neck, and another holding a disk-like instrument. 

This last figure is almost nude, and has stooped down with the disk in a rhythmic movement 
apparently to indicate harmony with the notes of the musical instruments. It is the figure of 
a woman, for heavy anklets such as w'ere w'orn by women of that period arc seen round her feet. 
There arc some more figures, but their poses and features cannot be studied with certainty on 
account of the peeling away of the fresco in several places. A figure can, however, be made 
out in tlic middle of the tor ana. 

Outside the enclosure of the stupa towards the right there arc tw'o trees, one being a pipal 
(Ffcffj re/ighsa) and the otlicr probably a banyan {Ficas ierigir/fnsis)^ w'hich is laden with 
huit. The latter has a balustrade of upright stones, and may represent the Bodhi-trec under 
which Gautama obtained enlightenment. Beyond these trees there is a monastery with two 
courts. The apartments of this monastery have barrel-shaped timber roofs, whicli seem to 
have been in vogue at that time. 

Outside the monastery, towards the right, there are tw-o figures, the hands of both indicating 
the ahhaya mudrSy ‘the assurance attitude’. They are standing in front of a tree which is 
almost obliterated, except for a few leaves which appear to be those of a banyan tree. 
The faces of these two figures arc oval, and although the noses arc short, the other features 
are beautiful. They may represent the donors or builders of the uihara shown at their 
back, and their presence in front of the sacred tree, symbolic of the Buddha,^ may signify the 
fulfilment of a vow. The surmise regarding the building of a vikdra is also supported by the 
structure behind the apsaras in the second episode of the story (Plate XVI rf), w'htch has been 
painted there as a hint that the story represents the building of a vikdra by a king in fulfil¬ 
ment of a vow. 

In the final scene of the story delineated to the right of the last the votaries have assembled 
in a grove on their journey homewards. This is indicated by the direction of the flight of an 
apsaras towards a house painted at the extreme right end of the fresco, in w’hich several ladies 
arc to be seen. The party comprises five persons, and they appear to be engaged in conversa¬ 
tion with a sixth person, w'ho faces them and by the position of his legs seems to be going 
in the opposite direction. Between the party and the house is a large banyan tree with deep 
green leaves and red fruit. The trunk and the branches of the tree arc painted a pinkish 
colour. 

Inside the house there arc four ladies, one sitting on a couch with legs stretched in front. 


* The Southern Gate of iht Sancht r/Sfla according 
to a conternporary inficrmiton was built by the sculptors 
of the Andhra Icing Sri a 3 tatcaii;iL 

* In the sculpiuft of the Klnayana school the Great 


Being is not shown in human fornij hut his presence k 
indicated by the sacred Bodhi-tree under which he re¬ 
ceived enlightenment, or by the or by a throne, 

or by other symbols. 



PLATES XVIA-f, XVn^j k XXi 

She is probably the rani. There is a maid close to the rani, but lier figure is almost oblite¬ 
rated now. in the court of the house are the remaining two ladies, sitting on either side of 
the fire, the flames of which have been painted like the petals of a lily. They arc talking 
together, and the head of the lady shown in profile has been painted with great skill. 

In this fresco, among the colours used blue is not to be seen, Pcrhap the artists of Ajanta 
could not secure the requisite material to prepare this colour until the fifth century a.d,, 
when it is found in abundance and, on chemical analysis, is proved to have been made of 
lapis-lazuli. 


A MONASTERY 

P/ate XX i 

Tkt titnt ii pshtttd sn thi back taali of Cavf /.T, near the hft end. 

T he several subjects painted on the back w'all of Cave IX were copied by Griffiths, but 
as they are not reproduced in his book, it appears that they were among the eighty- 
seven copies which were destroyed, or damaged by fire, on i2 June, 1887-' Burgess in his 
Notes (p. 48) has, however, quoted the opinion of Griffiths regarding the frescoes in these 
words: ‘TTiey are all that remain of the decoration of the end wall, which is much to be 
regretted; for, beside their high artistic merit, they illustrate some of the ceremonials of the 
religious life of Buddhism,’ 

The present scene* is much obliterated, and it has therefore been reproduced in monotone 
only. Commencing from the left side, we see the Buddha sitting on the ledge of a hill with 
his feet resting on a rectangular board. There is a w'ater-vessel to the right proper of the 
Buddha’s scat. In front of him are two monks, one wearing a tunic and the other draped m 
a sheet with his right artn exposed. There is also a third figure, standing behind the Buddha, 
but not distinct in the reproduction. Lower down are bands of conventional liills, from the 
crevices of which sprout leaves of creepers, producing rather a realistic effect. Along the bands 
of hills may be seen the bust of a woman, bent down and pouring water or some other drink 
from a water-pot into a smalt vessel. Nearby is also seen in the original fr^co a stand with 
three legs, which arc curved near the ends. 

To the right is the large figure of the Buddha with his begging-bowl. In front of him are 
some figures, two of w'hich, representing sSdhuSt arc quite distinct. They are all looking up 
to the Buddha apparently for guidance and mspiration. The beards and the hair of the sad has 
have been painted with great care, and as regards these features they resemble very much the 
sSdhas of the present day. The sSdhus and other figures before the Buddha may represent 
the monks who attended Gautama during his six years of striving in the hope that ‘when the 
ascetic Gotama gains the Doctrine he will tell it to us’.^ 

* Ajanta Frttmty Text Vol,, p. 15* P- 48, f.n. 1, 

* Section A of Griffiths’* copy, vide Burgess's iVrtw, ' The Lift tf Buddha, by E. J. Thoinas, p. 66. 
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AJAKTA: EXPLANATORY TEXT 

At the back of the Buddha is a pillared building against which a ladder has been placed. 
Two persons are carrying up water in pitchers, and a third person on a higher rung ot the 
ladder is lifting the pitchers from the shoulders of the men below. 

This scene has been identified by Foucher with the Conversion of jatilas. He writes: ‘The 
Buddha, standing, presented to the three Ka^yapa brothers their terrible serpent coiled in 
his bowl, whilst behind him some novices busied themselves with pitchers and ladders to 
extinguish the fire of the fire-temple. These tw^o episodes are already well-known In the school 
of Gandhi.’* 

Foucher’s identification seems to be correct, for the Conversion of Jatilas is also represented 
in the sculpture of Amaravati, and the subject seems to be a familiar one to both the sculptor 
and the painter. 


/ 


TWO SCENES FROM THE LIFE OF THE BUDDHA 

Plate XVllI 

Tht icenfi art pamtid fit tfu hack viall of Cave /A*, to the right of the previout They art reproduced /« eohur. 

T he two subjects represented in the colour-plate (X VIII) evidently refer to some scenes 
in the life of the Buddha after his enlightenment. On the rock-wall, proceeding from 
the left side, the scene marked (i) occurs first. It shows him in the dkarmackakra mudra^ 
or teaching attitude. There are two ascetics, one on each side, listening to his sermon in 
a devout manner. They may be Sariputta and Moggallana, W'ho were his chief disciples. In 
the foreground, to the right proper of the Buddha, is a raja with his wife and another chief 
or yuvarajs w'ith his consort to his left. The artist’s object in bringing in these figures is 
apparently to balance the grouping of figures in the foreground. The Buddha himself is seated 
on a royal chair, and has tw'o attendants wearing crowns and rich jewellery. They hold fly- 
w'hisks in their hands. Behind the tsdhu on the right is a stupnj in front of which a monk is 
reciting something loudly, for he has placed both his hands on his ears. An Inscription is 
painted on the base of the stSpa, 

Notwithstanding the religious nature of the subject* the anist has been able to show his 
skill in the painting of tlie various figures. The most notable among them is the iUdhu with 
joined hands, whose curved back and inclined head confirm his devout ness and humility. The 
plaited hair and the beard show fine brush-work. The high lights on the forehead and the 


* Jeurttalo^ Hyd. Arch, jsf., 1919-20, pp. 85-6. 

' Bctwwn the monastery and these two scenes there 
U the figure of a Bodhisattva holding a water-bottle in 
hU left hand. As in BuddhUt mythology the vase is the 
special emblem of Maitrcya, the figure in the fresco 
apparently represents him. The hand in which the Bodht- 
^itva holds the vase has been drawn with considerable 
artistic feeling. There is high light on the nails, showing 


that they are beautifully clean. The right arm has a firm 
black outline, and the artist has further given colour¬ 
washes to indicate the idea of volume. This figvjrc has 
not been included in either the monochrome plate repre¬ 
senting the monastery (XX or in the colour-plate 
XVIII, showing the two scenes from the life of the 
Buddha. 
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PLATE XVIH 

nose have given a spiritual effect to the face, wliile the deepening of the outline of the arm 

and the back has made the figure stand almost in relief. 

The head of the lady below the sadku has also been painted with considerable grace. 1 he 
inner effulgence proceeding from the Buddha has brightened her countcnMCe, while her rapt 
attention has been admirably indicated by the manner in which she is looking up to t le rear 

The figure of the chief close to this lady has been much damaged, but he was holding 
something in his hand, one end of which, in the form of a black streak, projects against the 

seat of the Buddha- , ,-i i -u ► 

The fresco from its style appears to be a fifth-century work, and it is not unlikely that the 

subject was painted by the artist who delineated the Temptation-scene on the left wall of the 
antechamber of Cave I, for the head of the lady noticed above, m regard to technique, las 

great resemblance to the w'ork shown in the latter fresco. n jjl u 

The next subject (XVIII a) is separated from the last by the figure of a Buddha, whose 
torso only is to be seen, the rest being completely destroyed by moisture and other cav^s. 
The main scene U. however, well preserved, and it shows the Buddha apin m the teaching 
attitude. He is seated on a throne, and his feet rest on a lotus Bower, the Mlk of which is 
held by two nJgu figures with human bodies and the tails ot a serpent. Titese figures are 
not clear in the reproduction, but may he made out in the ongmal fresco. 

In the left comer there isa Samalu {Fitly or Asoka tree, the leaves of whicli a^st 

a dark background have a picturesque eflfect. Lower down is a fiimgry, with a huirow y 
and the win|s and feathers of a bird. He is pinting with the finger of his eft ha^ to 
the Buddha^ .As iiWirr. according to Buddhist niytho ogy, arc 
presence in the scene suggests that the story depicted here refers to the preaching of th 
in the Tushita heaven. The guess is supported by the third eye of the ° 

below the throne of tlie Buddha towards his right proper. On the 
been identified with Sakra or Indra, whd is similarly painted with a “’f ^ 

scene of the Buddha on the left wall of Cave II.‘ Close to the figure of 
that of his consort, who is also listening to the sermon with rapt ^ U 

throne of the Buddha is a monk, and there are two more in the foreground "8^ 

Above them is a lady and higher up an attendant with a fly-whisk m .‘V L . „ 
vajra (thunderbolt) in his left.‘ He is probably the Bodhisattva \ajtapam. 7 ^'* ^ , 

spending attendant on the other side of the Buddha, who may he Padmapaip. but hts symbol 


’ The characters of the inscTiption painted on the liupa 
conhrni this surmise; s«e Appendix, p. 87 f. 

* According to Burgess, below the figures of the two 
nagas there was an inscription of which the words fmra- 
m) 6 />utka could be read- AVfer. p. 49. 

J Fouchcr has identified the Umara with the fflir- 
dharva Patlchasiltha and has observed as follows; ‘The 
scene represetus the not less famous visit of India pre¬ 
ceded by that of his messenger, the Gandharva Patlcha- 


iikha. recogniiablc by his long harp* {Jeumai ef Hyd, 

.tfrfA. 5 «-., 1919-ao, p. 

‘ ITie third eye being that of wisdom. 

■ Alanto^ vol. ii, Text. p. 10. 

* For the vejra see Pan I, p- 3 Si 

Gtdt cf Ssrtherm Buddhhm, by A. Getty (ist cd.},pp. 4 »- 
50, andSwfiifAir/irfAr^Bflf^by Griitiwede 1 .En^ trans¬ 
lation. p. 90. 
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ajanta: explanatory text 

the lotus flower {padma) is not clear in the fresco. Both of them are wearing pearl ornaments 
and other jewellery of beautiful design. 

The eyes of the Buddha have a dreamy effect, such as we notice frequently in the figures of 
Caves I* II, XVI, and XVII, and which is not to be found in the earlier frescoes of this cave 
or in the contemporary frescoes of Cave X. This fact may indicate that the giving of the dreamy 
effect to the eyes w'as adopted some time in the fifth century a.d., when the four caves men¬ 
tioned above were painted. In spite of the meditative mood of the Buddha, the artist has given 
a divine radiance to his face by high lights, and in the delineation of his fingers he has shown 
the sensitive nature of the Buddha on the one hand and his ow'n artistry in their beautiful form 
on the other.* This scene also w-as probably painted by the artist who delineated the previous 
subject, and both, on account of their close resemblance to the frescoes on the left w'all and in 
the antechamber of Cave I, may be assigned to the fifth century 


THE AN1M,\L FRIEZE: A MYTHICAL HERDSMAN: 

NO T IDENTIFIED 


Plates XVII^, XIXand XX*7 


Th^ h fainted tfrt fl/ thf mvf oh the hfi iidf in Cave 

T he fresco represents the story of some mythical herdsman who possessed herculean 
strength and could control the movements of the wildest animaK holding them by their 
necks and tails. The herdsman himself is a beautiful person, and one may find in his sportive atti¬ 
tude some resemblance to the Brahmanlcal hero Krishna, who according to the legends of his 
career tended the cattle in the meadows of Mathura and Vrindlvana. The theme represented 
in the fresco seems to have been popular among the Buddhist artists of the early period, for 
it is canned at Kuda, Nasik, and other places*^ 

The fresco has peeled away in several places, but the portions which are intact show the 
elasticity of the muscles of the herdsman, and a close study by the artist of the structure of 
the bodies of wild animals. In this scene the herdsman appears four times, first between a lion 
and a beast w hich has the head of a bull (?). He is holding back the lion by pulling his tail, and 


* The palms of the hands of the Buddha have been, 
painted of a lighter colour, which may conventionally 
indicate either the anaemic condition of his health or the 
rubbing of some ointment or herb-juice or ashes accord¬ 
ing to the reJigious practice of those days. 

* iTic stories from the life of the Buddha are con¬ 
tinued further on the wall towards the right, and atthough 
the fresco is considerably damaged, several of the figures 
can be made out easily. The Buddha is again seated on 
a throne and has five monks in front of him, who are 
listening to his sermon with great attention. They are 


apparently the five monks who attended Gautama during 
his six years of striving, and to whom he taught the Doc¬ 
trine after his enlighcenmenc. There were two attendants 
behind the Buddha ^ the figure of one of them towards 
the right is intact, and the black border of his lower gar¬ 
ment has a very pleasing eifect. The frescoes on the 
back wall of the right aisle have completely perished. 

^ Trmphi cf by Fergusson and Burgess;, 

Plate Vila. At Nasik It is carved in a slightly modified 
form on the outer wall of Cave III, above the pillars. 
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PLATES XVi, XVni» XlXtf-f, XX a & XXI d-i 
in the ciFort he has stretched backward his right leg and bent his left knee to exert hvm^lf to 
the full. The attitude is realistic, which, combined with the beautiful features of the herdsman 
and his picturesque dress, has made the subject very attractive. The herdsman is w-caring 
a conical cap and a scarf round his arm and back, the latter being Identical in style with that 
worn bv the chevalier carved on the facade of the chaitya cave at Kondanc.* Tjic hind legs 
and back of the lion have been drawn w ith care, and in delineating the growth of hair on the 
legs the artist has shown fine brush-work. In the next feat he has in front of him a tiger, with 
the horns and head of an antelope; while in the third he is again exerting himself to the full 
in controlling a hull whose tail has slipped from his hand and only a hair has remained between 
his lingers. The bull in order to release himself from the grip of the herdsman has raised his 
muzzle, indicating the tension of his neck muscles. In the fourth feat the herdsman pulhng 
back some other beast, but as the front part of the latter is completely obliterated it cannot 

be identified, . , . . . 

The fresco seems to be coeval with the building of the chaitya, and it is interesting to note 

how even in the first century Ji.c. the artists of Ajanta could delineate figures in any po« which 
their artistic mind could conceive and indicate movement or physical struggle with perfect ease. 


THE BUDDHA IN VARIOUS ATTITUDES 
Piates XV^ and XXI j-i 

8 and tht 4*1 iidf, the had the Buddha {XXI a) ahve pdlar S the Uft ude, and the Jigufe ff/ th Buddha 
(XXlb) above puiar 6 tht right tide. 

O N the triforium to the right and left of the dagoha the entire space ts filled up wath 
figures of the Buddha. At the lop there is a row of seated figures, and below them another 
row, in which the Great Being is painted seated on a throne and attended by Bodhisattvas and 
r W-bearers, the latter standing behind his throne. The Bodhi^tt^^ are also standing, on 
either side of the throne; each of them has an umbrella over his head, held by an attendant. 
The thrones have an elaborate design, the upper corners of their backs being shaped like 
a monster whose head resembles that of an elephant or of an alligator and who has a protruding 
tongue in the form of a serpent (XV h). The front legs of the throne have the heads of elephants 
at the top and the bodies of lions w'ith elongated necks as supports. The throne seems to have 
been made of gold or silver, and the engraving and embossing exhibit clever workmanship. 

The heads of the seated Buddhas arc more or less conventional, indicating a meditative mood. 
But the figures of the Bodhisattvas show high skill in modelling and other technical detail. 
To wit, the head of the standing Bodhisattva to the right proper of the scatt^ fipre (XV*) 
has almost classical features, apart from its spiritual expression and the decorative detail of the 

» hutpture of the Dtaan, an Jrtlnk Study, by G. Yi2d»ni, Silver Jubi|« Vol., BhiJicbrLaT Tnstiiute, pp. 679-So, 
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AJANTA: EXPLANATORY TEXT 

hair which has been dressed up and knotted on the crown of the head. The drawing of the 
left elbow and hand of this figure also shows much grace and artistic feeling. The Buddhas 
and the Bodhisattvas are draped in orange sheets, the bodies being light brown, while the 
complexion of the chaurl-h^TCTs Is quite fair, and as they are wearing crowns and rich jewel¬ 
lery, they appear to be of the princely class. The background of the fresco has been purposely 
painted dark green so that the figures in lighter colours may stand out in relief. The artist 
has used washes of dark colours in order to produce the effect of shading, while high lights 
on the contrary have been shown by washes of light colour. The style of painting of these 
figures resembles that of some of the frescoes of Cave 11 , but there is more imitation in it than 
any improvement upon the painting of die latter cave. The drawing of some figures is also 
defective, for instance the arms of the Bodhisattva, painted above pillars 2 and 3 on the right 
side, arc disproportionately long. The grouping of the figures is also monotonous and show's 
art of a decadent type. 

But some of the heads of the Buddhas and Bodhisattvas, as observed above, exhibit careful 
drawing combined with a love of detail, and the figures above pillar 6 on the right side (XXI ir) 
and above pillar 8 on the left side (XXI a) are very good examples of that. The eyes of the 
former have been painted like that of a yog? almost closed, as if he were absorbed in contempla¬ 
tion, w'hile his face has been lighted up by the effulgence of his inner experience. The eyes of 
the other Bodhisattva are bright and clear (^), and the artist in showing the curls of his hair 
has given them rather an ornamental than a real appearance.’ 


ARRIVAL OF A RAJA WITH HIS RETINUE TO WORSHIP 

THE BODHI-TREE: NOT IDENTIFIED 


Plata XXIVa. XXVa-i. XXVI and XXVII a-d 

Tkt Htnt is pitimtd ih tad watf Uft msUy 3 ^ in X 

I IKE the preceding cave this also has frescoes of different periods on its walls, the oldest, 
j according to a painted inscription, being almost coeval with the excavation of the temple, 
which, according to another Inscription carved on the right side of the outer arch, may be 
fixed in the early part of the second century b.c/ The painted inscription is probably con¬ 
nected with the scene representing the arrival of a raja, whose head, in spite of the very damaged 
condition of the fresco below the inscription, can be made out with certainty.® The figures 


' The pilJaif of this cave were aJso painted, but as 
they decayed mainly through the accumuiation of rain, 
water during the monsoons, the paintings are not to be 
seen except in a few places where remnana of the 
pillars still exist. Adequate arrangements have been made 
to stop the accumulation of water, and for the support 
uf the tritorlum the pillars have also been reconstructed. 


On a pilaster at the left corner of the hall near the front 
corridor the Mpga Jstsia was painted, from which the 
figure of a stag only can now be seen. There is an 
inscription on this pilaster. 

* Sttpra^ p, ), f.n. i, also Appendix, pp. S6 f. 

^ Appendix, PI. It. 
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PLATES XXIVtf, XXV*f-i, XXVI & XXVIIW 
of the attendants of the raja are more distinct on the rock-wall behind pillars 6 to 8, Here 
wt see some soldicre who arc all armed with spears, except one who holds a mace. The bust 
of the macc-bcarcr is intact, and he is wearing elaborate headgear. It is in the form of a turhan 
at the top, and has flaps for the protection of the ears and also a band w'hich passes below 
the chin and apparently was meant to keep the headgear firmly fixed to the head. 

Farther, to the right of the mace-faearcr, are three soldiers armed with axes. Their heads 
are bare, but they are w'earing short-sleeved shirts or jackets. Proceeding farther to the right 
there is a party of seven more armed men, four of whom are equipped with bows and arrows, 
and three with curved sw'ords or large sickles. As the fresco, from the characters of the painted 
inscription, has been assigned to the second century b.c,, the accoutrement of the soldiers and 
the shape and nature of their arms may be of interest to students of the military history of 
India, 

In front of the soldiers is the raja, accompanied by ten ladies and a child. The fresco at 
this place has suffered a great deal, first by the inclemencies of weather, but more in recent 
times by the vandal scribblings of visitors. The figures can, however, be made out both in 
the colour and monochrome plates (XXVI and XXVII ^), made from photographs taken direct 
from the rock wall, and the artistic features reproduced in the tracing (XXI Vii) examined and 
scrutinized with the help of the former two plates. The raja appears to be offering a prayer 
before the Bodhi-trec, which is represented here in the form of a pipal tree, bedecked with 
banners (XXIV^r). The prayer may be concerning the child who stands just below the tree. 
The five ladies to the left proper of the raja are looking at his face, while those behind him 
are watching the ceremony. Among the latter group a lady of short stature, who is at the 
end of the party, has apparently selected a high place to stand on so that she might see the ritual 
with advantage. The dress of the ladies is scanty, but they are wearing ornaments in abun¬ 
dance, comprising car-rings, necklaces, armlets, and bangles. The bangles appear to bc^ of 
conch or of ivory, such as W'ere in fashion in the Uccean at that time, and specimens of which 
have been found in great abundance in our excavations at Mask!, Paithan, and Kondapur. 
They are worn in large numbers, covering almost the entire forearm, a practice still in vogue 
among some of the primitive tribes of the Deccan, notably the Lambada. Some of the ladies 
have large scarx'cs or veils covering their heads and backs, which appear only in this fresco 
and arc not to be found in the later paintings of Ajanta. Perhaps the practice was discontinued 
owing to the influence of the North on the culture and social conditions of the Deccan in the 
third century a,d., after the extinction of the Andhra dynasty and the establishment of the 
Vakalakas, who were allied with the Guptas by intermarriage- The ethnic features of these 
figures also deserve special notice. The faces are almost round, noses short but pointed, mouths 
narrow- with full Ups, and eyes smalt yet bright. These are still features of the people of the 
north-western Deccan, including the Ajanta zone.* They are not Aryan, but offer a striking 


* Annual Rtpori of the Arch. Dept, of Hyd., t936-7, 
Plate IX, and ‘Journal of tht Hyd. Arch, and Hiti, Sot.f 
January to August, 1941, Plate XX. 

* From the large number of mc^lithic tombs, which 

E 


are specially associated with Scythians in all the countries 
where they migrated and settled duwn, it appears that 
they immigrated in large hordes into the Dcccan also, in the 
second millennium b.c. or earlier, and became ahsorlwdin 
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resemblance to the present local race, a resemblance ivbich we find continued in the frescoes of 
Ajanta from the fourth century a.d. onwards. The raja is not wearing any crown, but has a.band 
of iewellery round the knob of his hair, arranged like the hood of a serpent.* The coilFures of the 
ladies represent several styles, some of them being very elaborate, while others are quite simple, 
as the parting of the hair on the left side of the head. Some of the ladies have the c^cular pamt- 
mark on their foreheads, a feature of the toilet of an Indian lady up to this day. One lady has 

ornamented her head-band with three feathers of a peacock. 

On the other side of the Bodhi-tree is a large party of musicians and dancers, comprisung 
fifteen artistes, all of whom are female. Women are reported to have joined the Buddhist 
sanKhSramas as nuns during the Buddha's own lifetime, or shortly afterw^ards, but the pr^ence 
of a well-developed orchestra, such as is show n in this fresco, in the second century b.c., indicates 
that the organization of female dancers and musicians attached to the temples was borrowed 
by the Buddhists from tlie earlier Brahmanical institutions. Two of the party have long 
trumpets, and the rest arc clapping or dancing. Clapping is still used in India, and m other 
Oriental countries, to mark time or to produce the high pitch effect in music. Among the 
dancers the one nearest the sacred tree has raised and curved her arms in a curious manner, 
as if to give the body a writhing movement like that of a serpent. The poses and steps of 
the other tw'o dancers arc typically Indian, and may be observed in the dancing of the 

present day. 

The dresses and jewellery of the musicians and dancers arc similar to those worn by the 
ladies accompanying the raja (XXIV^r). Further, six of the musicians are sitting on stools of 
beautiful wicker-work. These details show- that the women attached to the religious orchestra 
held an honourable position in the life of the sanghSrSma, 

Behind the musicians there are two trees, one a banyan and the other a mango {Mungi- 
Jera indtea), both of which are sacred to the Buddhist as being associated with the life of 
the Master In his previous births." The drawing of these figures shows a well-developed art 
both in conception and execution, an art which must have taken several centuries to reach that 
stage. Further there is a close resemblance in matters of decorative detail bctw-cen the figures 
painted in this fresco and the statuary carved on the facades, walls, and pillars of the ehaltyasU 
Kondane, Bedsa, and Karle. 

The artist has attempted to present human life in all its aspects, religious as well as worldly, 
and the portrayal of the figures in the present fresco expresses not only spiritual feeling, but 
also a joyful outlook on the beautiful features of the world . The painting, apart from its high 
intellectual qualities, exhibits workmanship marked by much grace and beauty. 

tbenauvepoputatiem. Andhras, or the figures represented The latter were emblematic, eilher uf their mj^thical 
in the early sculpture and paintings of the Deccan, thus descent from a serpent-king, or of their representing a 
represent a hybrid race, a mixture of Scythians and the fabulous being, that is a water^^pirit, in human form. 


early inhabitants of the Deccan. 

' In the early sculpture of the Deccan the above style 
of dressing the hair of the p^^[^es and noblemen is quite 
common. Round the heads of rijas and ministers halos 
and crowns of actual serpent-hoods arc also to be seen. 
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* Over the doorway of Cave XVII the seven Ms- 
nmhi Buddhas and Maitreya are shown sitting itt medi¬ 
tation under different trees, among which the banyan 
and mango are also included (Plates LXIX-LXX). 





PLATES XXlVi & XXVtIU 

The colours used in this fresco comprise yellow-ochre, red-ochre, /errf-wr/e* and lamp-black. 
For the lower lip and the corners of the eye the artist has used a kind of bright vermilion appa¬ 
rently made from red-ochre. To indicate light and shade he has not. however, used any light 
or dark colour w-ashes such as we notice in later frescoes of Caves I and II. The outline of the 
bodies is in dark red or black, and the drawing is firm and graceful, the bodies having been 
shown in the round, not dead and static, but pulsating with life.’ 


THE ROYAL PARTY WORSHIPPING A STOPA : 

NOT IDENTIFIED 
Plates XXrVi and XXVIII a 

The sitijnt it painted e» the itfi wail Cavt X, behind pitian 9 to II. 

T he story of the visit of the raja seems to have been continued, although the scene has been 
shifted from the Bodhi-tree to a stupa^ but it is not unlikely that both may be in the sacred 
area where Gautama received enlightenment. The stSpa is crowned with a flag and an um¬ 
brella. and further to indicate its sacredness the artist has painted an tipsarm (flying celestial 
nymph) on either side of it. The apiaraies are dressed like human beings, whom they resemble 
in body also. In Buddhism human nature forms the keynote of the character of gods and gi^- 
dcsscs in all their actions, and it is because of this feature of the religion that Buddhist doctrmc 
and art appeal so much even to a layman. 

Commencing from the left, we notice ten votaries worshipping the stupa m a respectful 
attitude, having joined their hands together and holding them in front. The styles of thett 
headgear, ornaments, and garments are the same as those of the group of votaries in Cave IX 
fPlates XV and XVI).* Four figures of the votaries are seen on the right of the as weU, 
Lid there may have been more, for a large gap, caused by the j^eling away of the fresco is 
noticed beyond these four figures. There is a mango tree in the background on the left side, 
which shoL the eagerness of the artist to paint the trees sacred to the Buddhist as frequently 
as possible. The green foliage of these trees also served the artistic purpose of showing the 
human figures in lighter colours with great clearness. 

1 The clour-pUic XXVI gives . poex id« of the XXV^VII, XXVIII« and h, 
drawing! but “ » ™JiiocliTome plates (PI. XXlV). P > PP 5 7 
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THE ROYAL PARTY PASSING THROUGH A GATEWAY: 

NOT IDENTIFIED 
Plate XXlVt 

Thf is painttd sn the h/i cf Cmit JT^ hehtud pWars Ii J5, 

T he present subject is a continuation of the last, although it begins after a large gap in 
the fresco, wherein only one head is left, the rest of the figures representing the royal 
party having completely decayed. The portion in which the drawing can be tnade out with 
certainty first shows an umbrella, and close to It a mango tree. Below the latter are four heads, 
one of the guard with the special headgear which has been described above {jujtm, p. 25). 
The two heads below this are probably those of the raja and of hk minister, or of his son. 
The fourth head is just in front of the trunk of the tree, and can be made out from the turban; 
otherwise it has almost perished. To the right of these figures is an areca-nut tree, of which 
tlie slender trunk and duster of branches at the top have been painted quite realistically. 
l*hc mango tree is shown laden with fruit of a round variety. 

Farther to the right is a tomna through which the raja and his prty are shown passing. 
The design of the torapa is the same as that of the gateways of Sanchi, but the cross-bars 
supporting the horizontal curvilinear beams at the top have not all been fixed to the latter 
vertically. Two of them, one at each end, have a slant, evidently to add strength to the 
wooden frame of the tarana. .\t Sanchi the middle bars are arranged vertically, perhaps to 
keep openings of uniform size for the insertion of the figurines which are to be seen there. One 
of the royal party is just passing through the gateway,' while several others are seen outside 
it, one of whom holds a double-edged sw'ord in his right hand and a shield or a crown In 
the left. Shields of a rectangular form wkh a curve in the middle are painted in several caves 
at Ajanta, but the purpose of the trefoil design at the back is not clear; it may represent the 
conventional coils of the string for hanging the shield round the arm and back (?). Swords 
with double edges and a broad end were used In the Deccan up to quite recent times, and 
several specimens of them are in the Hyderabad Museum. They are called qam'a, the weapon 
of destruction. The painting of the sword and the other weapon in such a prominent manner 
may indicate the resumption of the kingly role by the raja on his coming out of the sacred 
precincts of the stupa. Another attendant, to the right proper of the one bearing the sword 
and shield, has raised his hand and made a loop with his thumb and forefinger, perhaps to 
indicate to the crow'd awaiting the return of the raja outside the stupa, that he has been 
initiated into the Doctrine, or performed his religious mission successfully. To mark the 
boundary of the sacred precincts of the stupa the artist has painted an upright stone of an 
irregular shape and also a mango tree. Below the latter an elephant may be seen, which has 
raised its trunk to salute the raja. The head of the elephant has been finished in an artistic 

th= S iJiappcared with :hc p«||ng away of 
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manner, the hair on its skull being shown by fine brush-lines. The figure riding on the 
elephant holds a goad in his right hand. 

The grouping of the figures in the right half of the fresco appears to be somewhat confusing. 
There arc two processions, one apprt^ching the stupa and the other returning from It. In both 
of them are seen royal personages, riding on elephants and accompanied by umbrella^ and 
f^iitfrr-bcarers. The presence of the guard with the special headgear {supra, p. 28) In both 
the processions, as the bearer either of the chaurl or the umbrella, leads to tbe surmise that 
they represent the arrival and return of the same raja, who may be Identified with one of the 
Andhra kings of the second century b.c. (? 5 rT- 5 atakarni'). Such a visit to Gaya, the place of 
the Buddha’s enlightenment, or to Sanchi, where, according to a contemporary Inscription, the 
southern gateway was built by the sculptors of Sri-gatakart?!, cannot be regarded as improb¬ 
able. A close study of the fresco further reveals that the raja near the right end of the paint¬ 
ing has in front of him, on the head of the elephant on which he is riding, a vase with a leaf 
or a branch of a tree rising from it. Will it be too much to fancy that the raja is carrying 
a branch of the Bodhl-trec with a view to planting it at his own capital? There is no doubt 
that the figure holding the ^'ase is that of the raja, for the guard wltli the special headgear is 
seen w'itb an umbrella behind his royal master (Plate XXIVc). 


THE ^YAMA (SAMA) JAT AKA 
Flam XXVIIH and XXI 


Tkt simj is m frur episeda sn thf righl watt fl/ Cavf ff/Zarf II ^5- 

T he principal events shown in this fresco tally in considerable detail with the version 
given In the Jataka,^ Commencing from the left side, we notice the Raja of Benares, 
Piliyakkha, shooting an arrow. He Is accompanied by five fully dressed attendants, whose 
headgear is like his ow-n, and by five other retainers who are scantily dressed, wearing only 


’ This king was contempoirary with KhiravcU, king 
of Kalingo. *Twic«, )t appeals, had C:it*karni proclaimed 
his suzorainty by the pcrfoTmatice of the hoTse-sacriheej 
and on one of these occasions at least, the victory ihiB 
celebrated must have been at the expense of t;:uag^ if 
we are righl; in supposing that the appearance of the 
Andhras of South India in the dynastic lists of the Pura- 
nas indicates that, at some period, they held the ^ition 
of suae tains in Northern India', Cemiridge History sf 
India, voL i, pp. S30-I- 

* No.54o{CowcllandRousc,vi.pp. 38-32). The story 

may be summarised as follows*. Once the Bi^hisattva 
was born in a miraculous way as the son, named Suvan^ 

S3lma{Syama),of a hunter and his wife, who had renounced 

the world and were living the life of anchorites. It so 


happened that for a sm coinmitted in former times the 
parents lost both their eycts, and they became emirdy de¬ 
pendent upon their young son. From that time SySma 
supplied all their wants and took the utmost care of his 
helpless parents. Once when Syima went to the river to 
fetch water, the king of Bcnaics, who was out hunting 
in the forest, came to the river from which Sviuna had 
just filled his water-jar, and throtigh mere curiosity to 
find out what kind of being the latter was, let liy a 
poisoned arrow and fetally hit the Bodhisattva. Hearing 
that the Great Being was lamenting the fate of his blind 
patents now deprived of hb care, the king promised to 
take his place and take care of them. Fortunately in the 
end, by the intervention of a goddess, n ot onl y was hy 3 ma 
restored to. life, but the blind parents regained their sight. 
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a loin-doth. They are, however, armed with spears and bows like the other attendants, who 
are fully dressed. Three of these soldiers are further armed with shields of rhinoceros-skin, 
the wrinkles of which have been shown by the painter in a conventional manner. The shape of 
the shield is somewhat unusual, being round at one end and gradually increasing in w'idth length¬ 
wise, The horse of the raja, from wiiich he has alighted to take aim. Is seen behind him. 
It is a stout animal, fully harnessed, except for stirrups which are not found even in the later 
frescoes of Ajanta,' The legs of the horse are rather clumsily drawm, and as the portrayal of 
horses is alw'ays poor at Ajanta, it appears that this animal was not a favourite subject with the 
artists of that place. In contrast to it the figure of the raja shows much skill and a dose 
acquaintance of the artist w'ith archery. In draw'ing the string of the bow* the right hand almost 
touches the ear, while the left arm is stretched at full length. The raja, further to exert himself 
to the full, has bent his left knee and stretched the right leg behind. The tension of the muscles 
can be seen in the original fresco indicated by brush-lines near the joints of the elbow. The 
raja is wearing a tong coat w'ith short sleeves and has a girdle round his waist. There are two 
banana trees In front of the rajS towards the right side of the painting, and from the top of 
one of them a male figure, apparently a forest-spirit,^ is making a sign to the raja not to shoot 
the arrow'. But the warning evidently came too late, for in the next episode, painted between 
the two banana trees, we sec the young Syania holding a pitcher of water on his left shoulder, 
while the poisoned arrow- shot by the raja has wounded him in the right side and its point 
has come out from the left, having pierced his heart. The raja is seen close to him repenting 
his folly and taking a vow to serve the blind parents of Syama w'ith all the devotion of the 
latter during the rest of their lives. The figure of Syama has been drawn w-ith all the grace 
of youth. 

In the third episode we notice the blind parents feeling the wounded body of ^yama before 
making the solemn asseveration in concert w-ith BahusodarT, the goddess, whose miraculous 
pow-er restored not only 5 yama to life but the eyesight of his blind parents. Syama thus restored 
to life is seen addressing the raja, who is astonished by the miracle. This state of mind has 
been indicated by the stoop of the raja’s body and the low-ering of his arms. Close to the 
raja is another figure, which may be that of the spirit who warned the raja against injuring 
§yama.^ 

According to the Jataka^ during Syama’s residence in the forest deer became much attached 
to him, and they followed him when he went out to gather fruit or fetch water for his blind 
parents. In the fresco they have been shown running tow-ards the cottage of Syama, when he 


‘ The varioui parts of the harness are almost the same 
as those shown on the horses painted in the MahJ-jamska 
Cave I, and f^idhura-panJita 'J&takay Cave II. 
The frescoes of the latter two caves, however, belong to 
the fifth century a.o. AjantOy i. iq (fin. 3), and ii. 40. 

^ According to the jAtakoy BahusodarT, a daughter 
of the cods, who dwelt in the Oandamidana mountain, 
loved ^ima like a son. She was grieved to see him 
wounded, and ultimately by her solemn asseveration suc¬ 
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ceeded in overpowering the poison of the arrow in Sygma’s 
body and in restoring him to life (Cowell, vi. 47). But 
here the figure represented on the tree Is male and not 
female as in the ^Siska, 

* Below the figures of the blind parents of Syama the 
head of a Buddha with two attendants may be seen. The 
latter figures have been much damaged by the effca of 
moisturet but they are, however, of a much later date, 
probably of the sixth century a.d. 




PLATES XXVin A & XXlXa-A 

was wounded by the arrow shot by the raja, as if to Inform hb blind parents of the mishap. 
The eallopinE of the deer has been shown in a very faithful manner, and althoi^h the colours 
arc somewhat faint, the outlines can be made out (XXIX i). The reconstruet.,» of a pair rf 
these deer, as reproduced by Griffiths (i. Fig. *4. P- H). 8"'“ » idea of the skill of the 
artisu of Ajanta in painting the denizens of the forest, particularly those which are associated 

with the life of the Buddha in his previous births. ,. . , . r u- __ 

In the fourth or last epUode we see SySma sitting on a deer-skin in front rf his c«t g 
and teaching -the ten duties of a king and the five precepts- to the raja who « Itsten.og to 
the sermon of the Bodhisattva with attention.’ In front of Syama are also a bock and a dee 

at him with meek affection. ^ „ . * t. 

* The design of the cottage may interest the student of early Indian architecture. It has 

a circular base with a vaulted roof of the same shape. The wall of the ba« compri® a frami^ 

work of upright wooden posts with circular hands of cane or bn-nboo round ffie^B 

in the middle as well as at the top. whence the vault of the roof springs. 

by the vertical positions of the posts and the horizontal courses of the c^ilmear bands have 

iJen covered with leaves of trees. The door has a curvilinear lintel in the style of 

traves of the rarupor of the religious buildings of those days. The cottage is built at the edg 

Tte«ory"in*thL'>^srfo. Wdes ffie'’charm of narration, has cert™ dramatic 
the artist has t%'gS”;r“"hfSt TZ t!:. L 

wailfoj orSyWs ["'•''M'* '"O"™"' of di'd"'- '*1' 1!“' 

tion and love which unites even animals with human beings. The figure o yama carr^ g 
rpther of water has all the grace which Greek sculptors gavejo 
while the head of the fiither of Syima indimtes the ^ 

paintings of the renaissance period, notably m the portraits of J«ua Ch 1 1 ^ figure rf 
deer are a fine example of animal study. The fr^o has no “o" • Sw e^et 

a period of Buddhist mythological literature which for its rich ^ ^ Vutc the 

lionalizcd form of religious precepts cannot he placed earlier 

ShaJ-Danlii "jSiaka fresco pinted on the rock-wall next to it, this y 8 

third or the fourth century a.d. 


. The psinler has die-n a ,ai-r Ml of .mow on .he bsek of die rtj. .s . pm of hi. «eo«.wmea,. 
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THE SHAD-DANTA (CHHADDANTA) JAT AKA, OR THE 
STORY OF THE SIX-TUSKED ELEPHANT 
Plates XXX-XXXIV 

Tkt mry u patHtid in the iaei wa/i 6f the right ahlt in Csve hthindpilian 21912, The painting^ iikt that 9n the haek malt 
sf the left mtie,^ n muck damaged^ being strihUtd ever hj ignsrant viiitert, whe temmintd thh ’vandalism htfire the eitah- 
Ifskmtni sf tkf a/ Thr suij^a h m Jh^ pintrr, On^ ihem ghtj 

an eut/ine ef the tntiee paintitigy and few represent photographs in monochrome iaiett direct from the roei-wati, 

T IfE several episodes of the story as psiinted on the rock-wall agree even in minor detail 
w'ith the version given in the jaiaket} For instance the playing of the large herd of 
elephants in a lotus lake and their bedecking their chief after his bath with flowers, or the 


' Not only had the accumukrinn of raln>watcr inside 
the cave for hundreds of years damaged the lower part of 
the rock-wall on which the subject is painted ^ but the 
humidity had also loosened the layer of colours. The 
fresco has been thoroughly conscrv^ and protected by a 
glass frame fixed into the original rock-walL 

* 'I’he principal incidents as given in the fdtala may 
be Summed up thus; Once the Bodhisattva was bom as 
a royal elephant of pure white skin with red feet and lace. 
As he grew up in years he assumed colossal dimensions, 
measuring 88 cubits in height and lie cubits in length. 
He had a trunk 58 cubits long, and six tusks, each being 
15 cubits in circumference and 30 in length. The royal 
elephant had taken up his abode in a golden cave situated 
near a large lake. The latter had beautiful surroundings, 
lotus-growths being in the immediate vicinity, while a thick 
forest of stately trees formed the outskirts. The royal 
elephant had a herd of R,oao who obeyed his cominands, 
and among them were his two favourite wives, named 
Chulla-subhadda and MahS-subhaddS. Once it was re¬ 
ported to him that the great rtf/grove was in flower. The 
royal elephant accompanied by his following went over to it 
and sportively struck with his frontal globe a tSl tree in 
full bloom. ‘At that moment Chulla-subhadda stood to 
windward, and dry twigs mixed with dead leaves and red 
ants fell upon her penson. But Mahl-subhadda stood to 
leeward, and flowers with pollen and stalks and green 
leaves fell on her.’ *1 hrough feelings of jealousy it oc¬ 
curred to Chulla-subhadda that the royal elephant had 
done that purposely, and she conceived a grudge against 
the Bodhisattva, Accordingly she offered a prayer to this 
effect: ‘Hereafter, when I pass hence, may I'be reborn 
as a royal maiden and on coming of age may I attain to 
the dignity of the queen consort to the Raja of Benares. 
Then 1 shall be dear and charming in his eyes and arrange 
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to send under the royal command a hunter with a poisoned 
arrow to wound and slay this elephant, and thus may 1 
be able to have brought to me a pair of his tusks that 
emit six-coloured rays.* The prayer of Chulla-subhadda 
Was granted, and in her next lifeshe was bom as a royal 
maiden and married to the Raj I of Benares. She did not 
forget her desire for revenge, and pretending to be sick 
she told her husband that until the tusfcs of an elephant 
which she had seen in her dream were brought to her 
she Would not recover from her illness, 

Dreaming, methought an elephant I saw 

Six-tusked and white without a flaw; 

His tusks r crave and fain would have: 

Nought else avails this life to save. 

The wish of Subhadd^ was carried out, and the king sent 
for hunters who dwelt in his territory and who numbered 
as many as sixty thousand. One of them, named Sonut- 
taia, had once been an enemy of the Great Being, 
Subhadda selected him and pointed out the mute leading 
to the golden cliff beyond which the abode of the royal 
elephant was situated. Sonuttara, after traversing a long 
distance and climbing several hills, reached the golden 
cliff, whence he oWrved the royal elephant. Ihe 
hunter waited for an opportunity and dug a pit to 
Conceal himself at the place where the royal elephant 
used to Come after his bath. Sonuttara shot a poisonous 
arrow from the pit and wounded the Bodhisattva, but 
when he attempted to cut out his colossal tusks with his 
saw he did not succeed. The royal elephant, although in 
great agony, yet showed mercy to the hunter, and seizing 
the saw with his trunk moved it backwards and forwards 
and cutoff the tusks, then bidding the hunter take the 
tusks, the Bodhisatts'a observed: ‘I do not give you these, 
friend hunter, because I do not value them, but the tusks 
of omniscience are a hundred thousand times dearer to 









PLATES XXX-XXXIV 

favourite resort of the Bodhisattva under a colossal banyan tree (Plate XXX h) alluded to in 
the yat aka by the following lines : 

A royal banyan tree whose roots 
Yield vigour to eight thousand shoots. 

The pain ter, however, has changed the order of the episodes on the rock-w'all: he begins 
w'ilh the wild life of elephants in an impenetrable forest with marshy soil infested by alligators 
and pythons (Plate XXX «), and terminates with palace-scenes crowded with human figures 
and a royal procession to a place of worship comprising a stul>a and a vihsra (Plate XXX c). 
In the middle (Plate XXX k) he has delineated the bath of the royal elephant in the lotus- 
lake and his favourite resort under a banyan tree, where he was first sighted by the hunter, 
Sonuttara. This arrangement has a certain significance from the point of view' of the artist, 
w'ho for an impressive demonstration of his skill has kept the scenes relating to animal life and 
to beauty of natural scenery almost separate from those depicting human fccUngs w'herein the 
gloom of pathos is repelled by the light of religious ideals. 

Commencing from the left, behind pillars 11-12 we notice a python encircling the trunk 
of a tree. He has caught one of the bind legs of an elephant, which is in great agony and 
through fear has excreted. In order to extricate himself from the python the elephant is 
struggling hard, and the painter, to show his desperate efforts, has drawm the animal with his 
head and trunk placed on the ground and his forelegs bent forward in a hrm manner. Several 
elephants are seen coming to rescue their companion from the monster; their trunks are raised, 
indicating that they are shrieking in response to the cry of the attacked elephant for help. 
Above this scene an elephant is crushing an alligator which is lying on tts back wdth its jaws 
wide open as if groaning through pain. The elephant has placed one of his fore-legs on the 
alligator and is exerting further pressure with his trunk. 

Proceeding tow^ards the right, wc notice the royal elephant, which has been painted of a 
much larger size than the other animals. He further bears all the distinguishing features given 
in the ystaka^ such as the six tusks and the white skin, the latter bedecked with the pollen 
of flow'crs, shown in clear pinkish spots in the fresco. The figure of the elephant has been 
drawn with great skill, and the raised tail indicates that the animal has scented danger lying 
ahead. The royal elephant is attended by several of his herd, and among them those w'ho 
arc in front of him have raised their trunks as a warning to the chief against the impending 
peril.' 

Farther to the right Is the scene where the royal elephant is lying prostrate and the hunter, 
Sonuttara, is cutting out his tusks with a saw'. The fresco is damaged at this place, 
but the saw placed on the tusks of the right side of the head is fairly clear. The hunter is 
dressed in a tong coat with short sleeves, the material of the coat being striped. In the back* 

me than are, »nd may this meritorious ^ct be to me existence. She was so much ovemhelraed with sorrow 
the cause of attaining omniscience.' When the tuaks were that she died of a broken heart on that very day, Cowell, 
brought by the hunter to Subhstddi^ she was filled with No, 514^ voL v, pp. 20-31* 

grief at the sight of them, remembering that they were the * Elephants raise their trunks and shriek as as 
tusks of one who had been her dear lord in her previous they perceive an intruder in their forest haunts. 
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ground of the painting are some trees from which birds are watching the cruel act of the 
hunter. The fresco is damaged at this place also, but the tail-feathers and the body of a 
peacock can easily be made out. Under the trees a companion of Sonuttara may also be seen, 
who is tying the tusks, which have already been cut, to a bamboo with a rope. The sandals 
worn by this hunter are of the same pattern as those used by country-folk in the Deccan at the 
present time. His turban and hair are of course of the early Indian style, such as is noticed in 
the earlier Buddhist caves of Western India, or at the stS^as of Sanchi and Bharhut. Farther 
to the right we sec the same hunter carrying the tusks of the royal elephant hung in slings 
at each end of a bamboo pole (Plate XXX ff). 

Farther to the right is painted the incident where a favourite attendant of the Bodhisattva had 
plucked a large lotus from the lake and presented it to the latter. The Bodhisattva taking the 
flow'er in his trunk, sprinkled the pollen on his forehead and gave the flower to .Maha-subhadda, 
which act further enraged his other wife, Chulla-subhadda,' The Bodhisattva is shown in the 
fresco holding a large flow-er and ready to present it to another elephant, who apparently 
represents Maha-subhadda. The trunk of the latter elephant is raised and almost touches that 
of her mate, to show that she is prepared to receive the gift.* The drawing of the royal 
elephant and his companions displays considerable freedom of movement, which quality is 
better illustrated in the next scene to the right representing the bathing of the elephants in 
the lotus-pool (Plates XXX 6 and XXXII ii). 

In the ySfaAa the lake is described as being surrounded by fields of lotuses of 

\'arbus hues, extending for several leagues,* The painter has tried to indicate the abundance 
of lotus-growtli by filling up the background of the lake-scene with totus-fiowers of various 
shapes and in diflFerent stages of bloom. The elephant, on account of its coloSvSai size, peculiar 
form, and uncanny intelligence and habits, has been a favourite theme of the early Deccan 
painter and sculptor, and in this scene also the artist has used much imagination in depicting 
their trunks raised and twisted In a variety of forms. The Bodhisattva is easily recognized 
among the herd by his six tusks and large size. He is further bedecked with lotus-flowers, 
and his white skin sprinkled over with pollen. 

The lake-scene Is separated from the next by a sSi tree (?) which is in blossom. The fdl 
tree is apparently the one referred to in the ymaka^ which the Bodhisattva had shaken and 
from which accidentally fiow^ers and green shoots fell over Maha-subhadda, and ants and dry 
leaves over ChuUa-subhadda. In the fresco flowers are show-n falling from the tree. The 
Bodhisattva himself is painted standing under a large banyan tree, which according to the story 
was his favourite shelter during summer.* He is accompanied by his herd, in which a calf- 
elephant may also be noticed, standing near the ist tree at the beginning of the scene. In 
this subject the artist has exhibited extraordinary skill in painting the leaves and shoots of 
the banyan. The leaves are dark green in the original fresco, but some are reddish, showing 


' Cowell, Vol, V, p. 21. 

* Bclowthhsccnctherc was anolKe r which is dest roved 
flow, only the crowns of the heads of some human figures 
being visible. The cornice of a building tan also be 


traced, on which an iiiKription ts painted. For the text 
and date of the inscription sec Appendix, pp. If, 

* Cowell, voJ. V, pp. 20-1. 

* /ifV., p. 21, 
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autumnal tints. The shoots arc pink-brown» and their wavy form and branching into thinner 
shoots in the middle or near the end arc very characteristic. The attendants of the Bodhisattva 
stand round him between the shoots of the tree, grouped with great effect. Towards the right 
of the banyan tree arc conventional bands, apparently representing the golden cliff of the 
yntaka^ from the top of which a hunter armed with a bow is looking towards the Bodhisattva. 
Below', in the midst of conventional bands, is a niche containing the figure of a young Buddha 
(Bodhisattva ?) with another figure representing a woman, lying full-stretched before him. 
These tw'o figures obviously represent the death-scene of Chulla-subbadda, wife of the Shad- 
Daiita elephant, both being shown in human form. The idea of the artist in painting these 
two figures below the hunter is that w'hen the Bodhisattva noticed the hunter, Sonuctara, on 
the cliff, he at once detected his motive in coming there and thought of the death of Chulla- 
subhadda and the malice which she had wrongly borne towards him.* The panel is interest¬ 
ing as imparting a certain vividness to the scene, but Its chief importance lies in the con¬ 
ventional treatment of the hair of the Bodhisattva, which is dressed in small curls with a knot 
at the top (Plate XXXi). Figures of the Buddha or of Bodhisattvas with hair of this style 
are not to be found in the Deccan until the third century a.d„ on the decline of the Andhra 
dynasty and its replacement by the Vakatakas, 

The end of the last scene is marked by a tree on wliich two peafowls are perched. The 
hills, represented by conventional bands, contbue tow ards the right, and on a ledge two women 
are seen, round whose heads there are embroidered kerchiefs, or metal ornaments, similar in 
design to those worn by two ladies in the scene ‘Naga Raja before the Bodhi-tree (Plates 
XXVtf and XXVI), They arc probably watching the return of the hunter with the tusks of 
the royal elephant, for the next scene represents the palace of the king of Benares (Plate 
XXXc). In this scene the hunter Sonuttara and lus companion are shown to have brought the 
tusks, but Subhadda faints at the sight of them, being smitten by the thought of her cruelty 
to one who was her lord in a previous existence. The Raja of Benares, who is seated next to the 
t^ueen, is supporting her by placing one of his hands behind her back and by holding with 
the other her right shoulder. One maid is fanning her, another has brought water to pour 
on her head or to sprinkle on her face, another nearest to Subhadda is offering a drink to 
her, and another at the right end of the scene has placed her hand on her mouth in the 
characteristic Indian style to express anxiety and sorrow. The maid holding the umbrella over 
the head of the raja is looking towards the tusks, the sight of which has struck the entire court 
with consternation. A woman who is squatting on the floor is massaging the sol« of Subhadda 
in order to revive her consciousness. The artist has succeeded ftitiy in imparting a dramatic 
effect to the scene; but his skill is to be admired still more in the excellent grouping of 
the figures and their natural poses. The drawing is perfect, and its charm is enhanced by the 
fine brush-work shown in the delineation of the ornaments and coiffure. In regard to the 
latter features and the dress of both the male and female figures there is a striking resemblance 

* Acconlmg to ihe legend Shad-Daita lake was gm Black Mounain,Waicf Mountain,Moon Mount«n,S^ 
about bv seven ranges of mountains of varying heights Mountain, Jewel Mountain, and Golden Mouniam. The 
and bearing special names—Little Black Mquniain,Grcat last was seven leagues in height. Cowell, voL v, p. ai. 
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between this fresco and the one painted on the left wall of the cave, that is ‘the Raja before 
the Bodhi-tree’, referred to above. It appears that the decorative detail and general style of 
painting remained almost on a uniform level from about the second century B.c. to the first 
quarter or middle of the third century a.d. 

The next scene again lies in the palace, and it represents the Raja of Benares and Queen 
Subhadda commanding the hunters to bring the tusks of the Shad-Danta elephant. She is 
giving them necessary directions regarding the route and other connected matters. The 
crouching poses of the hunters indicate that they arc willing to carry out tlie royal orders. 
Close to the hunters is a tall heavy figure holding a long staff. He is apparently the roya! 
guard. In the background is a tree laden with fruit. The fruit and leaves of this tree 
resemble those of a mango. The figure of the queen is considerably damaged in the fresco, 
but the right hand which is preserved shows that she has raised her forefinger and niiddie 
finger Jointly as if to give certain instructions to the hunters regarding their task. The raja 
is seated to the left of Subhadda on a royal chair, the side-railing of which is probably of 
chased mctal-work. An amazon is holding an umbrella over the head of the raja, wlitle a 
woman of medium stature behind the royal pair holds a fly-whisk. The presence of these 
two attendants indicates that the court ceremonial was fairly developed at the time. The 
adjoining scene towards the right shows the bedroom of the queen, where she is delineated 
in a pensive mood, seated on a stool of wicker-w'ork near her bedstead. Tw'o maids are 
standing behind her, and tw'o more are sitting on the floor. The latter two are looking 
anxiously at the face of the queen. The raja is standing at the head of the bed, and his pose 
indicates that he is trying to console the queen. The scene represents Subhadda’s pretended 
illness and her telling the raja that she would not recover until the tusks of the royal elephant 
which she had seen in the dream were brought to her. The poses of the maids show' 
plasticity of form combined with artistic grace. The feet of the bedstead appear to have been 
turned on a lathe, and arc of a design to be found even to-day (Plate XXXc). The shapes of 
the two brass ewers, one placed near the bedstead and another near the maid silting close 
to the feel of the raja, are also interesting, because water-vessels of this form are still used 
in the Madras and Bengal Provinces. 

The last scene show's a procession in which the raja, with the queen and her maids, is 
proceeding to a cAatiya for worship. This scene Is not included in the Jtttaka, and may 
refer to the visit of the raja to the chaitya after his marriage to Subhadda, The surmise is 
based on the dose proximity of this scene to the last, in w-hich Subhadda, having won the 
alFection of the raja, feigns illness and induces him to send hunters to kill the Shad-Danta 
elephant.' The architectural style of the chaitya shows it to be a copy of Cave X when its 
front was complete and had not deteriorated (Plate XXIII). There is a stSpa to the left of 


' Some scholais Kt vc suggested that the story as |ni nted 
at Aj&nta differs in its concluding part from the Jaiaka 
version. Subhadda did not die but only fainted, and as 
a recompense for her cruel act she ordered the building 
of a thiiilya and a the latter over the dead body of 
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the roya! elephant. The procesiitm, according to this 
interpretation, shows the rjjs and the r3nl going to the 
ftapir to pay their respects to the last remains of the Bodhi- 
sattva. 
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the chaityay the former decorated with flags. Ahhougii this scene is much damaged, the 
figures of the maids following the raja convey movement very effectively. 

The high qualities of artistic conception and technical skill as exhibited in the delineation 
of this pataka make the painting an important landmark in the history of the art of 
Ajanta, particularly In view of the fact that the features and dress of the dramatis personae 
are non-Aryan. 


FIGURES OF THE BUDDHA 

Plates XXXV-XXXVII 

TAf rtprtductd m the plattt art painted en pUlar 5 tf the right retu end piUarr fi and jS tf the teft rsw. At 

the tripnai tiiturt ef feme figuret are in eateilent fetidithUy twe fuhjectty ent repretenititg the Buddha and the tther the 
Gnat Being xaith a ane-ered menliy ere reproduced in cefsur {Pfait 

T he dsgohay the pillars, and the ceiling of the aisles bear remains of painting, which from 
its style appears to be of a later date than the w'ork on the back walls of the aisles studied 
above.' The painting on the ddgpba has almost perished, excepting a fragment which has 
recently been preserved by the Department,* The aisles contain lotus-designs and figures of 
the Buddha In a seated posture. The latter possess no special artistic or Iconographic 
significance, and have been painted merely for decorative purposes. 

The figures painted on pillars show much variety, and several of them display art of a high 
order. The pillars also bear some lovely creeper and floral designs, the best examples of 
which arc to be noticed on the fifth, sixth, and seventh pillars of the riglit row. Time and 
the inclemencies of weather have wrought much havoc in this cave, and as a result many pillars 
have completely decayed, and the frescoes now survive only on pillars 4, j, 9* ^ 3 * ^ 4 * 

t5, t6, and 18 of the left row and on pillars 5, 6, 7, 10, 12, 13, and 14 of the right row. 

In selecting the subjeas for the plates the iconographic and artistic import of the speci¬ 
mens have been duly considered and repetition avoided by leaving out duplicates. To begin 
with the left side of the hall, pillar 5 {Plate XXXVa) bears representations of the Buddha 
both standing and seated, arranged on the pillar one above the other in alternating panels. The 
art is of a conventional religious type, the seated figures being in the dharrmchakra or teaching 
attitude, and those standing in the hhSsparla or earth-touching attitude, for the right hand 
hangs low. The hair of the two figures near the bottom, shows distinct influence of the 

* TKU view is supported by several inscriptions painlcd wearing a long while coat and a skull-cap. Below the 
on pillars along wliH the figures of the Buddha. The figure of the lad is another looking upwards. In the 
majority of these arc in fifth-century A.t}. charaewrs. balcony besides the boy there are two other persons, one 
For further information regarding these inscriptions see of them being a monk and the other a nun. The latter 
Appendix, pp, 9a, 93. b dressed like a hermit. The interesting feature of 

* The portion of the fresco which has been preserved the painting U a creeper, or the thin branches of a tree, 
contains a deep balcony from which a boy leans out hanging down the balcony, with red baric, green leaves, 
and points to something, perhaps 10 the itupa. He is and white Bowers. 
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sculpture of North-West India, and the lower figure of these two, clad in a toga, indicates 
further affinity with the Indo-Greek School. 

The influence of the North-West is clearer in the representation of the Buddha in Plate 
XXXV b, where besides the toga and the conventional hair the features arc totally different 
from those of the Deccan people, being North-West Indian, perhaps with a blend of Chinese 
element in them,’ This pillar also bears on its upper part a creeper and a floral design, both 
being quite pleasing to the eye. The llne-worlc along the margins of panels containing the 
figures of the Buddha perhaps represents emanation of light in a conventional manner. 
Passing on to Plate XXXVI, the colour-subject {a) represents the Buddha in the dharmachakra 
attitude. A one-eyed monk of a fair complexion is standing in front of him, while another 
has knelt down holding a garland in his hands. The eyes of the Buddha are shown partly open 
as if he were deeply absorbed in medication, while those of the kneeling monk are wide open and 
show the light of hope as if he were expecting the acceptance of his offering by the Buddha. The 
expression on the face of the one-eyed monk indicates mental calm; and his devotion to the 
Great Being is shown by his attitude of extreme respect, with head inclined and hands joined 
together. The features of this monk have been drawn with considerable skill, particularly 
the painting of the head In profile, which at once strikes the observer. The Buddha is seated 
on a cushion placed on a low wooden stool {?), and has a halo from which light is emanating. 
The foreground is painted dark red besprinkled with white flowers, representing the mud 
floor of a monastery painted with red ochre and marked with white floral designs or sprinkled 
over with real flowers. There is a tree over the head of the Buddha on w'hich the green leaves 
are beautifully interspersed with red buds and white flowers. The colour-scheme shows a 
well-developed sense, and in this respect the painting marks a great advance upon the earlier 
frescoes of this cave. The painting from its style appears to be fifth-century (a.d,) work, 
which surmise is confirmed by a contemporary inscription.* 

The next colour-subject {b) represents the Buddha standing on a conventional lotus-seat with 
two sitting in front of him. The right hand of the Buddha is pointing tow'ards the 

earth/ and with the thumb and forefinger of the left hand he has made a loop. The Buddha has 
a golden complexion and his features arc Aryan, in contrast to those of the early frescoes of this 
cave and of Cave IX w'hich represent the people of the Deccan. The modelling of the head is 
perfect, and the skill exhibited in the delineation of the fingers and toes with their elegant form 
and well-set nails indicates the love of the artist for attending to the minutest detail. Of the 
two bhikshus one is of a ruddy complexion and the other swarthy, each being represented as of 
short stature, probably with a view to bring Into prominence the tall figure of the Great Being, 
For the same reason the features of the two bhikihuf Ivave been given coarse treatment. 

The figure of the Buddha has been painted in an oval panel, the margin of w-hich shows the 
reflection of light in a conventional manner. Above the figure of the Buddha is the royal 


’ The pillar on which thU hgure of the Buddha ts 
painted is sixth In the right row from the entrance of the 
cave, 

* Pillar [8 of the left row of the hall on which this 


subject is painted bears an inscription which from the 
style of its script has been assigned to the fifth century 
a.o. See Appendix, pp. 86 fF, 

’ This may suggest the hhBfparia attitude. 
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umbrella adorned with flags, and below it two cherubs who are bringing garlands from the 
celestial world to offer them to the Buddha- Their joyful expression is reminiscent of 
similar figures painted on the ceiling of Cave It and in the antechamber of Cave XVII, above 
the portrait of the Great Being in the well-known scene * Mother and Child before the Buddha'/ 
The present subject, like the paintings of the above two caves, may be assigned to the end of 
the fifth century A.d./ when the art of Ajanta reached its zenith and when an elegant form 
permeated by emotion could successfully be portrayed in a religious spirit by the painter,^ 
In Plate XXXVII there are two more representations of this important subject in mono¬ 
chrome. which have been included with a view to enabling the student to study more closely 
the outline of the drawing, which is sometimes dimmed in a colour-reproduction. In the lower 
part of (a) is also shown a representation of the Buddha in which light is emanating from his 
halo in the form of flames. The emanation of light in this style is frequently noticed in the 
•early Islamic art of Persia* and also in Chinese paintings, but no specimen of the last two 
schools bearing the emanation of divine light in this style dates back to the fifth century a.d., 
to which peri^ this fresco of Ajanta belongs. 


BODHISATTVA PADMAPANI (?) 

P/ate XXXIX 


The mbjtet ii painted the hath wW/ of the ’uermda^ to the left of the door of the hall^ m Cove XL It 1/ reproditeed 

in c ohur, 

T his is the main subject preserved in this cave and is therefore described first, although 
starting from the left corner of the back wall of the veranda fragments of several other 
frescoes may also be noticed, descriptions of which will follow/ The principal figure in this 
scene probably represents the Bodhisattva Padmapani, who is generally found to the left of the 
shrine-door in both Buddhist sculpture and painting. The figure is much damaged, but such 
parts as remain show that the artist has attempted to imitate with certain variations the^well- 
known subject of this title in Cave I, but his work both as regards artistic vision and technical 


' This subject has been included in Pain IV, which 
awai» publication, 

^ Cave XVII bears an inscripti™ of Harishe^^ which 
on the basis of the style of its characters has been assigned 
by Pandit Bhagvanlal to the end of the fifth or the begin¬ 
ning of the sixth century a.d. Similarly the inscriptions 
of Cave n, according to Mr. J. Allan, belong to the fiist 
half of the sixth century at the latest, and some are 
decidedly earlier* Burgess, Buddhist Cavf TimpUs 
and thir inscripthnSy pp* 128-9, Part 11 , 

P- 57- 

^ There is an inscription in fifth-ecnitury chaTacten 
on the pillar bearing this representation of the Buddha 


which has been studied by Dr, N* P. Chakravarti in the 

Appendix P -85 ff*)- 

* Thf h/amk Arnold and Gmhmann, Pis. 58 

and 62. 

* The ceiling of this cave has been divided in the 
style of the ceiling of Caves I, I I, and XVII into panels 
filled with geometric and fioral patterns and figures of 
birds, ^^le drawing is perfect and the colour schemes 
show good taste. The green colour has &dcd consider¬ 
ably, but the yellow and red ha\^ not changed much., al^ 
though the work done tti black and white has become very 
prominent, probably from the effect of the sun, to which 
the ceiling of the veranda is exposed- 
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skill suffers by comparison with the latter.* In the present fresco the artist has represented 
the Bodhisattva as stoutish and of a wan complexion, instead of the golden brown of the 
religious texts. The modelling of the figure is, however, good, and the left arm, which is welt 
preserved, shows how the artist has conveyed the idea of volume by deepening the outline and 
using dark colours for the background. The fingers of the left hand show a delicate, sensitive 
nature, which characteristic is also indicated by the style in which the Bodhisatn'a holds the 
stem of the lotus with his forefinger and thumb. The buds and flowers of the lotus have 
been drawn with great skill. The Bodhisattva is wearing a high crown of gold set with jewels, 
in w'hich sapphires are prominent, flis hair is bedecked with ribbons, which have been painted 
as if fluttering in the breexe behind his head and round his shoulders. 

To the left of the Bodhisattva there is a pair of votaries bringing offerings of flowers. The 
female figure has been drawn with much grace, the features, pose, ornaments, and dress all 
being very attractive. As regards features and decoration she appears very much like some of 
the female figures in Cave I, and the artist of this fresco seems to have been either a contem¬ 
porary of the artists of the latter cave or an ardent admirer and imitator of their work, 

.Above this pair there are two Ahmarai^ heavenly musicians, with human busts and the feathery 
tails of birds." They are playing on cymbals, and have appeared in the scene to greet the 
Bodhisattva. Hicy have bright eyes and sharp noses, which have been made further prominent 
by high lights.^ Above the head of the Bodhisattva, on a ledge of conventional hills, there 
was another pair, but the figures are almost effaced now. Below the latter, perched on a green 
hill, is a pair of peafow-l, the golden plumes of their w-ings and deep green w'ith blue spots of 
their tail-feathers being rendered faithfully. The female bird has lowered her neck in the 
characteristic style when wooing her n\ate. 

Immediately below the peafowl are two musicians w'ho hold cymbals in their hands. They 
are wearing pearl ornaments, but the upper parts of their bodies are nude and the lower covered 
with white sheets (liAitm) with red stripes. Close to them, towards the right, are three hklkshui 
with irregular beards. They are carrying flow'ers to offer to the Buddha in the shrine. The 
paunch of the hhikihu in the middle is noticeably protuberant. 

Coming farther down, a pair of swarthy complexion may be noticed. The pose of the female 
figure is attractive. Her hair has been decorated with ornaments and ribbons in a pleasing 
style. Below this pair is the figure of a lady wearing an embroidered kerchief or bejewelled 
ornament round her head. Her ear-rings with clusters of pearl-drops exhibit a style which 
IS still in fashion in India, This lady is wearing a long coat of green material. The tailoring 
of the coat show-s a well-developed stage in the sartorial art of the Deccan, for the collar, which 
is of red material, has a triangular shape over the chest and V-shaped bands over the shoulders. 
The lower part of the figure has completely perished, and the face is also much damaged, but 

* Jjanta^ Part I, pp. 17-30, Plj. XXIV-XXVII. 

* Beiwctn the pair of votaries and the klnmrat there 


IS a spirit or some huiruin denizen of the forest painted 
conveutiottally with a green complexion. The figure is 
much damaged, but the hair, dressed like that of a hermit, 
and the pair of shining eyes are tjtiite clear. 


’ Near the heads of the klnnarai^ towards the right, 
the leaves of an areca-nui tree may be noticed, which 
show that the artist has copied the tree in order to match 
the background of his painting with that of the scene in 
Cave 1 , Pan 1 , Pi. XXIV. 


40 


PLATES XXXIX, XLtf-i 

the hands are beautifully drawn, particularly the fingers and. nails. She has a pinkish vessel 
with a lid and handle in her left hand. The vessel has circular and loop-pattern designs on it. 

The artist in painting the main figure has not been very successful, for as a whole it looks 
heavy and uninspiring. On the other hand the figures of ladies in the pairs painted on the 
left and right of the Bodhisattva show both neat drawing and skilful decorative work, and it 
appears that the artist was more of an adept in painting small figtircs and ornamental subjects 
than in drawing a large figure requiring higher qualities of intellect and technical efficiency. 


FIGURES OF THE BUDDHA AND THE BODHISATTVA 

(AVALOKITE^VAR A ?) 

Plate 


Tht ^gurt 4 tht Buddha (a) ii fwinlrd eir tht tad wall 4 tht vtraada^ to tht hft */ th* t4t window^ i» Cave XL Th 
Bodlusattva (t) ii fainted m the lame wafi to the right ef the door,' 

O F the two figures, that representing the Buddha {s), although much damaged, has a unique 
feature, that is, tight in the form of wavy lines, emanating from his entire body.* In the 
subjects of Cave X, referred to above {tupra^ pp. emanation of light is shown 

either round the halo of the Buddha (Pis. XXXVI and XXXVII *i) or along the margin of 
the panel in which the figure of the Great Being is painted (Pis. XXX ^ and XXXVI and 
in each case in a more or less conventional manner; but here it is more realistic. The repre¬ 
sentation may refer to some occasion in the life of the Buddha when divine glory shone forth 
from his entire body. 

The figure of the Bodhisattva {&) is again badly damaged, but the portion of the head which 
has survived, and is now carefully preserved by the Department, shows very striking features. 
They arc distinctly Aryan, like those of Padmapani in Cave I or Indra in Cave II. The high 
lights have brought into prominence the broad forehead and sharp nose w'ith well-curved 
nostrils. The use of high lights is not to be found in the earlier frcKoes of Caves IX and X, 
and w'as probably practised in the fifth century a.d, for the first time. The Bodhisattva is 
w'earing a high bejew’died crow'n and many pearl ornaments; the free use of the latter is also 
a feature of the fifth-century art of Ajanta. The figure may reprint the Bodhisatm Avalo- 
kitesvara, but as the fresco is much damaged it is difficult to identify it with any certainty. 


* The veranda of this cave was at on* time covered 
with paintings, and ft^ments of frescoes may stiLI be seen 
Oft the ceiling, the frieze above the pillats, the capitals of 
the latter, and the back wall (Pis. XXXVIIl-XL). 

The Buddha b of colossal sivjc and has a yellowish- 
brown complexion. The bold black outline of the figure 
is intact in the original fresco. The left hand of the 
Buddha, in which he is holding the frilled end of his sheet, 
(dhoti) is drawn with coftsideiable artistic effect 


> Ajanta, Part I, Pis. XXIV-XXVII, and Pan II, 
PL IX. 

* On the back wall of the veranda of this cave, besides 
the three subjects reproduced in Pis, XXXIX—XL,there 
are other frescoes. For instance to the left of the Buddha, 
from whose body light is emanating, there is a dim figure 
which can be rnade out by the striped material of his lower 
garment. Below this figure may be seen the two hands of 
some votary joined together in the act of adotalion. The 
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SCENES FROM THE LIFE OF THE BUDDHA: 

THE TUSHITA HEAVEN (?) 

Piatei XLVU-XLVIl 

'Tht tceuft are painted in the beei waii of the vernnda^ near itt left rW, etase to a tmall door in Cwt JfFI, Ai the frtta 
ii much damaged^ U if reproduced in monochrome only {XLVli)^ but an outline of the drawing ii also gh.>tn separately 
{XLFla), 

T he veranda of Cave XVI was originally decorated with frescoes, the few surviving frag¬ 
ments of wlich are to be noticed above the front row of pillars and on the left’ and 
back walls. 

The present subject comprises several scenes which have been identified by scholars as repre¬ 
senting the descent of the Buddha from the heaven of the Tushitas,^ his preaching to his mother 
\Iaha-Mayain the same heaven, and the gods of the thousand worlds assembling and announcing 
to him that the time of his rebirth into his final existence has come. The first scene is fairly 
clear, for above the smalt door the figure of the Buddha Is seen among conventional clouds as 
if descending from heaven for his final birth.^ 

The next scene represents him seated on a throne in the teaching attitude (?) with a group 
of ladies to his left. The fresco is much damaged, but the figures of the ladies can easily be 
made out by their beautiful but elaborate coiffures and the artistic designs of their saris. Near 
the throne of the Budidha is a lady evidently of distinction, because she is sitting on a rich 
cushion and not squatting on the ground. She may be Maha-Maya, but in the Buddhist legend 
there is no reference to his preaching to his mother in the Tushita heaven, although among the 

one with a fair complexion and (he other pate brown. 
The head of the former is finely drawn, and high lights 
and jewellery are the distinguishing fetyres. Of the 
brown figure the head has completely perished. 

^ After his penultimate birth as V^^va^t3ra, when he 
realised the perfection of charity, the Bodhtsattva was 
bom as ^vetaketu, a deva of the Tushita heaven, where 
be stayed until the due time for hi$ rebirth in his last 
existence. According to Buddhist sacred literature the 
universe from the lowest hell to the limit of existence is 
divided into the world of desire, the world of form, and 
the formless world. The Tushita heaven is the fourth 
of the six heavens of worldly desire. It i$ further a heaven 
for satisfied gods, and the Buddha’s mother, who died seven 
after his binli, was raised to it. Vide Warren, 
^ddhism in Tramlathn, pp. 38^, 45, ^d 83^ and 
Thomas, The Life of Buddha^ pp, 28, 30-I, 36, 53, 
^nd 99^ 

This scene has not been included cither in the mono¬ 
chrome plate (XLVII) Of in the outline (XLVI a), 
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body of the votary has completely perished. To the right 
of the Buddha arc bands representing hills ton ventionally. 
Above them a monkey may be noticed. Farther to the 
right, above the window, two figures of the Buddha and 
a fat cherub {gana} arc painted. The Buddhas arc clad 
in orange-coloured robe^ and they have an attendant on 
either side of them and votaries near their feet. The latter 
are wearing pearl necklaces and loin-cloths of a striped 
material. The hands of the are painted in such a wav 
as to indit^tc that he is descending from heaven. Above 
the window 10 the right of the door are figures of the 
Buddha, shown seated, which continue up to the end of 
the wall. The hall of this cave was also once painted, and 
figures of the Buddha, the Bodhisatti'as, and bhiishus may 
still be traced. Among these the head of a hermit painted 
on the back wall to the right of a cell^oor shows fine 
modelling and brush-work. To Indicate light and shade 
the artist has used colour-washtsm a skilful manner. The 
hair of the hermit has also been delineated with care. 

^Fhis fresco, being much damaged, ts not reproduced 
in the plates. However, two figures can be made out 


PLATES XLVI^-XLVIi 


investigations which he made when the gods announced to him that a new Buddha was to arise, 
his enumeration of the thirty-tw'o qualities which his mother should possess and his choice oi 
Maha-Maya to be his mother are mentioned/ The upper part of the figure representing Maha- 
Maya has decayed, but the delineation of the fingers show's that she is following the sermon 
of the Buddha attentively and making conventional gestures in response. She is dressed in 
a jtfrf of striped material, in the design of which the arrangement of a fine line along the broad 
one is quite artistic. The toes of her feet have also been drawm with considerable imagination, 
and the artist has further bedecked her with ornaments round her ankles. 

There w'as another lady betw'een Maha-Mayaand tlie Buddha, whose figure can now' be traced 
only by one of her feet and a part of her head. Behind Maha-Maya are tw'o maids with coarse 
features, who are looking in a devout manner to the Buddha, holding their hands joined 
together towards the Great Being. One of these maids has tucked the lower end of her sSrt 
behind her waist, a style still in vogue among the Marathi ladies. The thin w^aist of this maid 
has been indicated by the artist in a clever manner. The other maid is clad in a tSrl with 
green stripes, and her hair is dressed in an elaborate style, the curU of the locks lying spread 
on her shoulders. Below the two maids there is a group of five more ladies. Two of them are 
holding trays of flowers, another holding a circular vessel w'lth chased ivork, containing victuals 
or spices as an offering to the Buddha; and the remaining tw'o, one of them being at the end of 
the group and the other in front of them, are in the act of adoration, with heads bent dow'n and 
hands joined and stretched forward in the pranatna (nurm) posture. The attractive features of 
these figures are their elaborate coiffure and rich ornaments, among which the aigrette, w-orn 
by all of them alike, signifies their high position as Jtvis of the Tushita heaven. The style 
of coiffure, although differing in each case, shows the dressing of the hair in the form of the 
coils of a serpent, which arc further decorated with flow'crs and fixed in position with ribbons.- 

To the right of the throne of the Buddha are some male figures, representing the devas of 
the Tushita heaven. A portion of the head of one figure and fragments of the torsos of two 
others can be made out with certainty. 

Below the last scene is another in which the Buddha is painted in the middle, in an efful¬ 
gent oval panel {PI. XLVItf). The head of the figure has completely perished. There arc 
four figures w'caring high crow'ns to the left of the Buddha and four more to his right, the 
latter having their hair plaited and tied up in the form of a crow'n. These perhaps represent 
the gods of the ten thousand worlds who, hearing ‘ the Buddha Uproar , appeared before him to 
announce that the time had come when he should be reborn and attain his high destiny. 
Some scholars have identified the gods wearing the high crow'ns with those belonging to Indra s 
heaven, and those w'earing high jatSs as belonging to Brahma s heaven,^ 


’ Thomas, Tkt Life s/ Httddhg^ pp. a8-g. 

* Behind thi* scene there is another, sefarated from the 
former by bands of conventional hilU. The fresco has 
almost perished, but the portions of three figures, one 
male and two fiimaie, can be traced. The jewellery of 
these figures indicates diat they represent important per¬ 
sonages. 


* Warren may also be tjuoted in this contiexton; *At 
that time, therefore, having all come together in one 
world, with the Cltum-Mahlr^jas, and with the Sakka, 
the SuySma, the Santusita, the Patanimmiia-Vasavatti, 
and the Mah3-Brahma of each several world, they ap¬ 
proached the Finure Buddha in the Tushita heaven and 
besought him ...Buddhim in Trantiatitm^ p. 39. 
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To the left of the Buddha^ besides the four crowned ^igllres, there are fourteen more 
arranged in two rows one above the other. Their heads are bare, but the pearl jeweliery and 
other ornaments which they are wearing show that they are also important personages, perhaps 
minor devat of the Tushita heaven. The fresco looks crowded with these figures, but the 
artist has given a difierent pose to each of them, and the designs of their ornaments are also 
different; thus there is no monotony in the treatment. The designs of the chains, pendants, 
and car-rings are particularly striking, and they indicate that the goldsmith^s and jew'eller’s 
crafts were highly developed at that time. 

To the right of the four figures with high jatSs there are five more; two of them are boys 
or dwarfs, one of a dark complexion and the other ruddy. The latter is holding a serpent 
in his hands. Of the remaining three figures of this group, which are painted below the boys, 
two are of a fair complexion, and of the third only the crown of the head is visible, the lower 
part of the body having entirely perished. 

In this subject the artist has used colour-w'ashes both to enliven the face and to produce the 
idea of volume in the figure. In this practice his technique resembles that of tlie painters of 
Caves I and II, which in regard to age are almost contemporary with Cave XVI, the date of 
which, according to an inscription of the V^ataka king Harishena, has been fixed some time 
between 475 and 500 a.d,' 


THE SUTASOMA JATAKA, OR THE STORY OF A LIONESS 
WHO FELL IN LOVE WITH SUDASA, THE KING 

OF BENARES 
Plate XLV 16 


TAe story wm paintfJ ott tAr arthitrave^ ahove thi front piflart of tht vtrenda^ Aui through the ra<baget of t]m thtfrtsco 
hat almost eomp/ettly ferishtd, tMtpt for a fragmmt aievt pillars i to toussfing from tht right, tht oatlmt tfuihkk U 

ALTHOUGH Burgess in his Notes (pp, 57-8) has correctly made out the detail of the 
^iscene, yet he could not identify it with the Sutasoma 'Jstaka? The credit of the identi¬ 
fication goes to Prof. A. Foucher, who was employed by H.E.H. the Nizam’s Government 
to study the Ajanta paintings in 1919-20. The story seems to be a favourite one, for it is 
also painted in the back corridor of Cave XVII at Ajanta, and carved on a frieze in Cave HI 
at Aurangabad. In the version painted at Ajanta, and sculptured at Aurangabad, the story 


* This mscriptioti, besides giving the genealogy of 
Harishei^a, refers to Bastlbhoja and hi$ $on^ Varihadeva, 
who served as ministers to Devasena anct HarMier^ 
Further^ it all tides to the dedication to a Buddhist Sangha 
of a cave-dwellings containing a Buddhist temple and a 
hall, beautifully decorated with pillars^ picture-galleries, 


iAi sculptures. Monograph No, 14, Hyderabad Artharo- 

hgkai Serin^ pp. a |f^ 

No, ^t| EimdriikalpS'uiidlhm^ No, 345 

Th Jdtaia, No. 537 (vol. V, pp, 246-79)1 ind Conttt, 
Nos. 41, 135. 


4+ 


PLATE XLVU 

bcginfi with Sudosat the king of Benarei^i going out to hunt and losing his way in the forest. 
He dismounts from his horse^ and while taking rest falls asleep. A lioness appears on the scene> 
and being capth'atcd by the beauty of Sudasa falls in love with him and kisses his feet. By 
this bodily contact the lioness in a miraculous manner conceives and gives birth to a child,' 
who is named Saud^ after his fither, and succeeds him in course of time as the king of 
Benares. The young king through the folly of his cook once tastes human flesh, and having 
been bom from the womb of a lioness he becomes a cannibal. Kalahatthi, the comniander- 
in-chief of the king, urges him to give up this vicious habit, but his advice falls on deaf 
ears and Saudasa remains incorrigible. The subjects of the king ultimately attack him, and 
he runs away to the woods, where he preys upon human beings. In course of time he sue* 
ceeds in capturing a number of princes, and one day he seizes also Sutasonta, who is no other 
than the Bodhisattva bom as the heir-apparent of the king of Indraprastha. Sutasoina, before 
he was captured by Saudasa, had made a promise to a Brahman to iisten to his sermon, w'hich 
engagement he desires to fulfil before dying to provide a morsel to satisfy the appetite of the 
cannibal. The solicitude of Sutasoma prevails, and he obtains a respite to go and listen to the 
teachings of the Brahman. The teachings endow Sutasoma with a new spiritual power, W'hich 
enables him not only to protect himself but to compel Saudasa to release the other princes 
whom he has captured. He also by his holy w'ords induces the man-eater to give up his evil 
habit and to repent for his sins. As a reward he escorts him back to Benares and reinstates 
him on the throne. 

On the architrave two episodes of the story can be made out, first the lioness licking the 
feet of Sudasa, who is lying on a made-up bed of leaves and flowers. Flowers and leaves 
arc scattered around the bed as welL The upper part of Sudasa's body has perished, but 
the legs are intact. Sy the side of the bed Sudasa^s horse is standing; its arched neck and 
trappings attract the eye. 

To the right of the above is the palace-scene in which Sudasa is shown sitting on a royal 
chair. Two female attendants, holding fly-whIsks, are standing behind his chair. The figures 
of these attendants exhibit considerable elegance In both the delineation of their bodies and 
the style of their ornaments. Sudasa is holding the child bom of the lioness in his lap. The 
figure of the child is damaged, but the back of his head and one of his shoulders can be traced. 
To the right of Sudasa is a male servant who b squatting on the ground and looking eagerly 
at the child. The artbt has given an expression of fatherly affection to the face of Sudasa. 

The fresco, although much damaged, yet both in regard to drawing and expression fails 
into line with the other paintings of this cave, which, as noted above {p. 4+), belong to the fifth 
century a.d. 

‘ Both in Cave XVIl at Ajante and in the sculptured panel in Cave lU at Aurangabad the lioness b being 
carried in state with the child to ihe royal palace. 
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THE DEMONS IN FRONT OF A MONASTERY: 

NOT IDENTIFIED 
Plate XLVIIIfl 

Tkt tuhjtd u pamitd htiide Cavt in tht /rant corridor aiavt tht smait door to tht irfi of the main etitrantt. At 
the tubject it very dim^ it it reproduced m outiine only. 

T he painting was so thickly covered with smoke and dirt that previous investigators 
thought that the fresco was completely defaced; but recent cleaning operations carried 
out by the Department have exposed the drawing of the entire piece, w’hich has survived 
other destructive agencies such as insects, bats, and moisture. The scene represents perhaps 
a monastery, in the court of which seven cows or oxen arc seen, each of them being painted 
in a dilFerent style. Two of them are sitting, but the neck of one of them is turned to 
one side, while the other is looking straight ahead. The poses of both are easy and 
natural. Below them two more animals are standing and looking in the opposite direction to 
the other two. The muzzle and horns of one of them show that it is younger than its com¬ 
panion, The artist has used fine brush-lines to indicate wrinkles on the necks of these two 
animals. Farther down there are three more oxen or cows, two of which have chains as 
ornaments round their necks, while the third, w'hich is in the middle, has lowered its neck in 
characteristic style. In the middle of the court near the door are three ogres, whose short 
ugly noses, protruding curved teeth, large bellies, and dishevelled hair show the artist's 
imagination in depicting their sinister character. Above these monsters is a bhikshu, but as 
lus head is broken his expression cannot be studied. In the door another hkikshu is to be 
seen; he is dressed in a loose cloak. The door of the monastery is indicated by two neat 
square pillars adorned by plain bands of carving. Inside the monastery four figures can be 
made out, all of them representing monks. The figure at the top, although damaged, has a 
rod or some other article in the left hand. 

In this subject the hair of the monsters show fine brush-work. The scene apparently 
represents some episode from a jataka w'hich has not been identified as yet. 

THE HASTI I AT AKA (?), OR THE STORY 
OF THE BENEVOLENT ELEPHANT 
Plates XLVni b~XUX 

The subject it painted in the front corridor of Cave XVt^ to the left of the small door totvards the left of the main entrance. 
At the painting it dint^ it hat been reproduced in monochrome with an outline. 

I ILE the previous fresco (XLVIH afy this also has been cleaned recently, and two epi- 
^ sodes of the story can be made out with certainty.’ The first episode, painted on the 

’ Professor A. Fouclier has identified the story with the latter the story may be summarized as follows: 

No. 30 of the Jataia-mala. According to the text of Once upon a time the Bodhisatt^a was a mighty ele- 
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right, represents a party of wayfarers clad in single sheets which cover mainly the lowxr parts 
of their bodies, but the sheets arc also seen in a rolled form across their chests and backs. 
The wayfarers have loose dishevelled hair and bulging stomachs, the latter indicating the 
irregular development of their bodies. The hands and fingers are well shaped, and with the 
latter they are making gestures, perhaps pointing to a white elephant, shown on conventional 
hills in front of them. On their backs they carry sacks, the tops of which, pulled over their 
shoulders, they grip with their left hands. 

On the left side of the fresco is another scene in which the benevolent elephant is lying 
prostrate w'ith his trunk stretched in front of him. Two of the wayfarers arc cutting pieces 
of flesh from the elephant’s body with large knives. The scene becomes gruesome when one 
of the wayfarers, second in the top row' from the left, is seen with a piece of flesh in his 
mouth and another holding a piece in his left hand to roast it in a fire w'hich is burning 
in front of him. The flames of the fire have been painted rather conventionally, but nobody 
can say that the drawing represents anything but fire. Behind the last two wayfarers there are 
two more looking eagerly to their companions who are cutting pieces of flesh with knives. Near 
the left end of the fresco there are three more of the party who have gone to fetch water, 
for below them arc wavy lines representing conventionally the waters of a river or lake. 

The subject is interesting only from the point of view of the story; otherwise the painting 
in the original fresco is somewhat flat, and the drawing also, except that of the hands, is of an 
inferior quality. 


THE MAHA-UMMAGGA JATAKA: THE MURDER 
OF A CHILD AND OTHER EPISODES 


Plates L~LI 


The fuijtft h pninUd an ihr Ir/t Ufe/i of thf front cerridor and b tOTitboird on iht pUaiter adjomng thoformtr^ At tht 
frttto is ntufh damagid^ b it rrproduftd in mmtihrome^ but an outfhif of ike drawing it ghtn as a stparat* platt. 


T he desire expressed by Griffiths regarding the copybg of this fresco some sixty years 
ago has been fulfilled by the Departmentbut the identification of the story on the 


pbant living alone in a forest. One day he heard a sound 
of weeping and wailing, and beheld a company of seven 
hundred weary travellers grievously afflicted with hunger 
and thirst. They were ternfied as he approached them. 
But he bade them have tio fear of him, and asked who 
they were. They answered that they were the survivois 
of a thousand men who had been driven out by the king, 
and they were now near to perishing. The Bodhisattva, 
reflecting that they could not find enough food in the 
forest to keep them alive in passing through it, resolved 
to sacriEce his own body for that purpose. He therefore 
bade them go towards a certain mountain, below which 
they would find a great take of pure water and near to 
it the body of an elephant; they should use the flesh of 


this elephant as provision for their journey, and his bowels 
as bottles wherein to carry water to be drawn from the 
lake. Then the Bodhisattva, hastening away by another 
road to that mountain, flung himself down from it, and 
so died. Wlien the wanderers came thither, they found 
the lake with his dead body near by. Some of them per¬ 
ceived that it was the B^hisartva, who had saenfioed 
himselffortheirsake. They grate jiilly acknowledged his 
goodness;, and in obedience to hU bidding took his flesh 
from his body, drew water from the lake, and thus pro¬ 
vided with drink and meat journeyed safely through the 
forest. 

' Xrtrr, p. 58. 
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basis of Buddhist legend has hitherto remained a problem, which has now at last been solved. 

Commencing with the top left corner of the fresco, first a royal rider is noticed, who is 
wearing a full-sleeved coat and striped stockings, or soft leather long boots. A straight sword 
hangs by his left side. The trappings of the horse are complete except the stirrups, which 
arc mining also in the trappings of the horses painted on the right wall of Cave IL' The 
figure of the horse shows rapid movement, for one of the hind legs is stretched backw'ard and 
the other raised forw'ard. Beside the horse is an attendant, perhaps the royal umbrella-bearer, 
for the long handle of the umbrella ts seen in his hands. The accoutrement of the rider, par¬ 
ticularly the striped stockings, or the soft leather long boots, indicate that at this period 
Scythians (Saias), Parthians (PaA/avaf), and Greeks (y'fn>anas)t who had established their 
kingdoms in difFerent parts of India much earlier than the date of this cave (a.d. 475-500), 
formed a conspicuous element of the Sang/iat either as votaries or as patrons, and this is 
apparently the reason why such foreigners with their typical dresses are seen frequently on the 
wall-paintings of Caves I, 11 , and XVII.^ Above the figure of the royal rider are conventional 
bands representing hills, between two ranges of w'hich the eddying waters of a stream are seen, 
which is continued tow^ards the right. 

Below the royal rider in a plan tain-grove are four figures representing apparently servants 
of the royal rider, listening attentively to the talk of a boy who is sitting on a ledge. Below 
the rocks a saddled horse without a rider may be seen. The fresco is much damaged at this 
place. The boy has bent forward in talking to the men, and the gesture of his hands shows 
that the subject of conversation is a religious theme. He is wearing a small crown on his 
head. The two men nearest to the boy have long hair, w'hJIe the third has a Persian cap on 
his he.ad. The expression of the fourth figure is somewhat wild, his hair being dishevelled, and 
although he is making gestures with his fingers as if to convey that he is following the sermon of 
the boy, yet the dagger inserted in his belt suggests that he has some sinister task to perform. 

Below this scene, a little to the left, wx see a man and a woman stretching the body of a 
child, holding him by his arms and feet. A soldier, who is fully dressed, has raised his sword 
to cut the boy in two. Another person with dishevelled hair is w'atching the scene. 

But the execution of the child by some miraculous power is stopped, for lower down in the 
fresco w'e see the child again talking to two persons, one of whom is fully dressed and standing 
at some distance from the boy, w'hile another is quite close to him and squatting on the ground. 
At the back of these figures tow-ards the right there is a country cart, the design of the upper 
railing of w'hich has not changed in India in the fifteen hundred years since this subject w'as 
painted. Above the railing there is a semicircular hood attached to the cart for protection 
against rain and sun, similar to those to be observed on country carts to-day. The driver, or 
one of the inmates of the cart, is seen in front of it. 

The scene representing the river flowing between two hills mentioned above Is continued 
on the pilaster between the front and the left corridors, and two ladies with a child arc seen 
bathing in the river. The water Is shallow here, being only knee-deep. The ladies appear to be 

' Jjsftm, ii, p. 40. For detatli of thf harness s« * i, pp. 46-50, Pis. XXXVIJl and XXX!X, 
'■ 3 - and u, pp. 9 and ^9, Pis. XI and XXX. 
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engaged in conversation, for the gesture of the right hajid of the lady on the left indicates that 
she is inquiring about some affair from her friend. The latter holds a fruit (?) in her right hand, 
and appears to be preoccupied by some serious thought. The child is looking up to this lady 
appealingly, and his hand is stretched out as if to get the fruit from her. In painting the figures 
of boys or dwarfs the artists of Ajanta have always introduced something comic in the subject, 
and here also the delineation of the head of the boy conveys the artist’s sense of humour. 
He has painted the head as if shaved, but some hair has been left which is tw'istcd in the 
form of horns on the sides of his forehead. To the left of the two ladies who are bathing in 
the river there is another who is in a boat. The boat is narrow' and its two ends are raised 
upwards in the gondola style. She is young, and her features have been drawn with care by 
the artist. 

Above this scene are the usual bands representing hills, on which the figure of the Buddha 
may be seen. His hands show that he is teaching, and there are figures of some votaries 
in front of him. The latter are not clear because the fresco is much damaged at this place. 

Below' the river-sccnc are some houses, the barrel-shaped roofs and heavy curvilinear eaves 
(cMaJ/S) of which bear close resemblance to the rock-hewn shrines of this period (fifth century 
A.D.). The fresco farther dowm has decayed much, but the heads of two human figures can 
be made out. 

The painting, although not identified, tells its story in a clear manner. Mr. Moreshwar G. 
Dikshit has identified the scene in Plates L-LI with certain episodes of the MakS-Ummagga 
Jataka (Cow'cll, vi, 156 ff.). This interpretation is absolutely correct, for the horse-rider on 
the top, tow'ards the left (Plate L), may represent the councillor of King Vedeha, w'ho was 
deputed by the latter to test the wisdom of the supernatural child Nlahosadha. The lake, the 
garden, and the building shown in the middle of the fresco are the tank, the grove, and the 
palace built by Mahosadha, w'hcre, in the form of a seven-year-old child, he answered success¬ 
fully the queries of the people who had assembled to examine his supernatural powers. Lower 
dow'n, towards the left, is ‘the riddle of the son* (Cowell, vi, 163)* ®t^he bottom *thc riddle 
of the chariot’ {pp, 165-6), and on the right, in the bathing scene, *the riddle of the cotton 
thread* (p. 162),' 


THE DYING PRINCESS: THE DESERTED WIFE OF NANDA(?) 

Plate LII 

Tht iuhjett it psittUd in tht lift terridsr ntar the piiitJtfr bettitten the former and the front eitrridor. It it reprsdmed in 

T he scene represents the fainting or the dying of a princess, apparently at the sight of 
a crown which is held in the hands of a servant with a melancholy face, standing close 
to a pillar near the left end of the painting. As on the right side of this subject the story of 
the Conversion of Nanda is painted, it is not unlikely that the princess is either the wife of 
* Traniactioitft htdian flitt. Ctngren, flh Sttiion, 1941, pp. 567-9. 


H 
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Nanda, or * Bcllc-of-the-Country \ with whom he was deeply in love when he left home to 
join the Order.' However, the scene painted on the rock-wall tells the story in a very clear 
manner. Near the left end of the fresco there are two servants, one of whom is dressed in 
a long w'hite coat with tight sleeves. He is w'Carlng a white skull-cap, from the lower end 
of w'hich the hair of his head is visible. The cap is of Persian style; and the dress of 

several figures in this fresco and the neJtt one, in which the story of Nanda's conversion is 

continued, show's that the influence of the Psklavas (Parthians), w'hose kingdoms (satrapies) 
w'cre established In the provinces to the north and north-w'est of the Dcccan even before the 
Christian era, not only penetrated the fine arts of Indian sculpture and architecture but also 
set models for improvement and change in the style of dress. The other serv'ant alluded to 
above holds a crown in his hands, and his object is to report that his master (Nanda) has 

renounced his princely life to become a monk. The head of the figure has been drawn 

with great care; the eyes are almost filled with tears, and the artist, further to emphasize the 
cjtpression of pathos, has placed high lights on the nose, lips, and chin. 

The figure in the middle is of the princess, who is sitting on a low throne, her back resting 
on a round embroidered pillow and her legs stretclied in front and resting on the floor. Her 
left elbow also is placed on the pillow, and the maid standing behind the throne is holding 
' Thomas in his Lift ef Buddhs (p, lojJ refers to the 
Conversion of Nanda along with other cvenu which tesok 
place at the lime of the arrival of the Buddha in Kapila- 
vastu after his enligliKmnent. Thomas writes thus: 

‘On the following day was being celebrated the royal 
consecration of Nanda, half-brother of Buddha and son 
of MahSpajapatl, This stems tt> have been his consecra¬ 
tion as heir apparent, such as had taken place in Buddha’s 
case at the age of sixteen. It was also the occasion of 
Nanda’s marriage and entering his house. Buddha came 
and gave Nanda his bowl to hold, and then after uttering 
a or auspicious formula, rose to go without taking 

back the bowl, b^anda did not venture to ask him to take 
it back, even when his bride appealed to him, and he fol¬ 
lowed Buddha as far as the monastery. Then Buddha 
asked him if he was going to leave the world, and out of 
reverence for the Master Nanda said, “Yes, I am going 
to leave the world”, and Buddha ordered him to be 

On the authority of VdaTtn fiii. i) Thomas has further 
observed (f^n. 2, p. (OO): 

* It is not sutp rising that there should be a story of Nanda 
wishing to leave the Order. Buddha took him to the 
Heaven of the Thirty.three and showed him the nymphs, 

50 superior in beauty to bis own wife that he decided to 
stay in the Order in order to gain this heaven in another 
existence. But the ridicule of the other monks shamed 
him out of that intcniion/ 

Warren has, however, narrated the story in consider¬ 
able detail, which may be summarized as follows: 
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he induced his youngest brother, Nanda, to join the Order! 
The latter agreed to the advice of the Buddha, but being 
in love with Belle-of-the-Country he pined away during 
his residence in the monastery, so much so that his veins 
bc^e prominent on his skin. The Buddha on hearing 
this paid a vbit to Nanda and inquired whether the latter 
was contented with his monastic life. Natnk replied in 
the negative and said that he was deeply in love with 
Bei]e-of.tbe-Country. The Buddha afterwards flew to 
the Heaven of tile Suite of the Thirty-three and took 
Nanda along with him. Sakka, the king of gods, came 
up with other gods and female attendarits to pay obeisance 
to the Buddha. Among the female attendants of Sakka 
were five hundred pink-footed celestial nymph* whose 
beauty fascinated Nanda. He inquired of the Buddha as 
m wh^ one should do to possess those celestial nymphs. 
The Teacher observed that by becoming a monk one 
CQuld possess those Nanda covetously said ihat 

if the Biased One could be hb guanuiice to get the nymphs 
he would gladly perform the duiicsof a monk. The Great 
Being agreed to that and Nanda rciumed to the monas- 
tery m a b^cr mood. He was, however, put to shame in 
re^nJ to his behaviour by the disciples of the Buddha, 
who remarked that Nanda’, making the Great Being 
a gua^rte for the cdesiiai nymphs meant hb living a 
mon s I e for the sake of passions. By this admonition 
^a^da r^hacd his weakness and was smitten with re¬ 
morse, which act bies^d him with insight and he attained 
0 saints ip. Budd/tiim !» Transfatteni, pp, 26^71, 
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the princess with her two hands, so as to prevent her from falling down from the throne 
through weakness. The head of the princess is inclined on one side, and her half-closed 
eyes indicate both feebleness and despair. A maid to the right of the princess is looking at 
her face anxiously, and has placed her hand on the w'rist of the princess, apparently to feel her 
pulse. Another maid, who Is w^earing a tight white ^rassiir^,^ through panic has tw'isted 
her body in a peculiar manner. She is fanning the princess.^ Apart from the expression of 
pathos which the artist has effectively given to the various figures of this scene, he has 
shown consummate skill in the drawing of the bodies and decking them with jewellery and 
other ornamental features. The drawing of the princess herself is a masterpiece. The well- 
proportioned limbs and the fine features of the young damsel display a highly cultured taste, 
while the deep colour-w'ashes, high lights, and fine brush-w'ork exhibit fully developed 
technical skill. 

The figures of the maids also &l>ow a rich imagination and thorough competence in por¬ 
traying the subject in a vivid manner. Tlie artistically matted hair and forelocks of the 
fan-bearer combined with her beautiful features and scanty but cMc dress fit in well with her 
writhing movement, resulting from feelings of sudden sorrow at the pathetic condition of the 
princess. The idea of movement is also suggested by the inclination of the large car-rings and 
the pearl drops of the necklet of this maid. 

The other maid, who is close to the princess and feeling her pulse, appears both by her 
dress and expression a lady of calm disposition, although the manner in which she is looking 
at the princess betrays deep concern. She is wearing a half-sleeved tunic of white material 
and a jJrJ or gA^gArl (skirt) extending much below her knees. The tunic covers the upper 
part of her body in an unostentatious style and has no opening in front. The figure of the 
third maid who is standing behind the throne of the princess is not fully visible, but her head 
is admirably drawn: the large eyes, the sharp nose, the small but full lips, and short chin, 
all are shown with effect by high lights. The style of dressing the hair is different in the case 
of each of the three maids and the princess, but the pearl strings worn at the parting of the 
hair in the middle of the head by the princess, as well as by the two maids close to her, arc 
frequently to be seen In the frescoes of Cave I {MaAj-Jariakayataia)^^ and my surmise regarding 
the frescoes of Cave I, that they were executed tn the fifth century a.d.,^ is supported by the 
similarity of this adornment and also by certain technical devices, such as giving a deeper 
colour along the outline of draw ing in order to produce the effca of roundness, or placing 

the high lights so as to enliven the expression. 

At the back of the pavilion, towards the right, there is an open court where, under a banana 
tree, two more maids arc seen conversing together. One of them is of a fair complexion and 
the other of a dark brown. The features of the latter are coarse and the hair woolly, like those 
of negroes. She has a sash round her neck, the knot of which is prominent below the throat. 
This woman has stretched her hand In a significant manner, as if to receive certain information 


' li is perhaps the earlier form of the Indim rAff/f or 
angryJ. A/anta^ i. {7* 

The fan is of palm^lcavcs matted id the style of the 


pre$eiit.4jav huts of the Deccan. 

> i. Plates Xtll. XVII, and XXVIIl. 

^ i. 3- 
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from the other maid, the gesture of whose fingers indicates that she is telling something to 
her companion. The latter, who is of a fair complexion, has a youthful face, but is rather 
plump. She holds a water vessel with a cup which has been inverted on the neck of the 
vessel. This maid is wearing a scarf round her head in a style which suggests that she is either 
a Parthian {Fahhva) or a Scythian {&aka), for this kind of headgear has not been found in 
the representation of indigenous people either in Indian sculpture or painting. The scarfs or 
orhms shown in the early paintings of Cave X (Plate XXIV) are worn in a style different from 
that in the present case. The maid is wearing a long tunic with full sleeves. The pretty fringe 

of black hair shown over her forehead below the scarf exhibits fine brush-work and also the 
painter’s love of detail. 

On the roof of the pavilion is sitting a peafowl which has gorgeous feathers. The bird has 
lowered ^s neck in a significant manner, as if it is feeling the unhappiness of the cv-ents enacted 
below. The legends of the Buddha being born as bird and animal established a special bond 

between human beings and other forms of creation, and this union has often been shown in 
the frescoes of Ajanta,' 

who copied the fresco during the cold season, 1872-3, has paid a high tribute 
to Its vividness. He writes: * For pathos and sentiment and the unmistakable way of telling 
Its sto^ this picture, I consider, cannot be surpassed in the history of art. The Florentine 

could have put better drawing, and the Venetian better colour, but neither could have thrown 
greater expression into it.’^ 


THE CONVERSION OF NANDA(?) 

P/afes LIII-LIV 

n in th. Uft Mr hft. It u 

f ^ painting. The first represents 

J7 the celebration of Nanda s consecration as heir apparent, and perhaps also hb marriage 

w 1C 1 took place at the time of the Buddha’s visit to Kapilavastu after his cnlightcnmem 
Starting from the top right end a Parthian, or Scythian, chief is seen, who is ridinl ra s^ei- 
grey horse. The features of the rider are indistinct, but his conical cap with a fur brim and 
long full-sIceved coat prove him unmistakably to be an inhabitant of one of the Asiatic 
countries to the north-west of India. The head and arched neck of the horse have Ln drlwn 
with realistic effect. To indicate movement the artist has shown the back ends of the rider’s 
scarf, ^ .f %,„g .h. ,ir. TKe co., of .he rider is of , striped oriel. b«, rt disfn oi 


A notable dispisjr of thU union may be seen in the 
fresco of the Great fiodhisattva PadmapS^i, wherein pea¬ 
fowls, monkey's, and a lion show joy at the Bodhisattva’s 
decision to renounce the world. i, pp. 29.30 
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and Plate XXIV. 

* Buigess, AW«, pp. 58-9. 

r '*** h^tf-brethcr of the Buddha and son 

of MahupijlpatL 


PLATES LUI-LIV 

the triangular white collar is very typical, for it is often seen on the coats w'om by such 
foreigners in other frescoes. By the side of the horse may be made out the head of a woman 
w'hose hair is bedecked with flowers. In front of her is another figure, probably of a groom, 
whose W'hile cap of Persian design can be made out. 

Proceeding towards the left, the tow'n or palace gate may be noticed, close to which arc 
represented the figures of a coolie, a groom, and a riderless horse. The animal has raised his 
head as if to neigh, w'hich horses generally do when reciting the end of a stage and feeling 
relief. It is also possible that the painter by this pose intended to indicate the joy of the 
animal at its rlder^s getting the opportunity of being blessed by the Buddha, which is shown 
lower down in the fresco. The coolie is carrying baggage, which is slung with ropes to a 
bamboo (ai^)* The groom, as showm by his dress, is a foreigner, a Parthian or Scythian. 
He is clad in a long greenish coat and has a white cap on his head. Beyond this scene there 
is another where the horse w'ith the groom and the rider with tw’o attendants of his own race 
may be seen. The figure of the rider can easily be identified by his white collar of triangular 
design and conical fur-brimmed cap. The scene perhaps lies in the forecourt of the royal 
palace w'herein Nanda's consecration as heir apparent was being celebrated. The horse in this 
scene has been showm standing under an areca-nut(?) tree, the foliage of which, rich with autumn 
effects, has been showm with evident delight by the artist. 

Near the tree is a pavilion wherein the figure of the Buddha is shown m two places. He 
holds a bowl in his left hand, and in one place, tow'ards the left, he is blessing a woman and 
a child (Yasodhara and Rahula ?), whose figures have become very dim in tlie painting. In the 
other place, standing between the tw'o pillars tow'ards the right, he is blessing or initiating 
into the Doctrine the Parthian king and a lady who arc squatting on the floor in front of 
him. The figure of the Master appears again to the right of the last scene, accomj^nied by 
an attendant and also by a child (Rahula?), who, probably through joy, is running about 
him, for the figure of the child is represented both behind and in front of the Buddha, 

In the apartment towards tlie right there arc eight figures, five of them being male and three 
female. The latter are sitting on the floor and looking tow ards the Buddha, who is entering 
the apartment. The features of the male as well as of the female figures show them to be 
early inhabitants of the Deccan, having round faces, short noses, and woolly hair. The artist, 
apparently to bring their features into prominence, has placed high lights on the foreheads, 
noses, lip, and chins of these figures. Of the representations of women two are badly damaged, 
but the third at the extreme right end, near the pillar, is better preserved and shows art of 
a superior class. Apart from the devout expression, the modelling of the body and the fine 
brush-w'ork of the hair exhibit perfect technical skill. 

The story w'as apparently continued below this scene, but owning to the peeling aw'ay of the 
fresco, except for the figure of a raja kneeling in front of the Buddha, hardly anything Is left. 
The raja is apparently Nanda, who has agreed to join the Order. A representation of Nanda 
kneeling before the Buddha, based on Major Gill’s copy, is given in Mrs. Speir’s book, Life 
ht Ancient India^ It is also included in Burgess’s iVo/e/, Plate XIV, 3. But Gill’s copy docs 
not appear to be accurate w*hcn compared with the photograph of the figure in this plate (LIII). 
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The next episode of the story is painted above the second and third cell-doors. liere the 
scene represents events relating to the ordaitiing of Nanda. He is first shown sitting on the 
floor in the forecourt of a monastery,, where it is supposed a barber is shaving his head. The 
upper part of the body of the barber has disappeared owing to the falling down of the painted 
layer from the rock-wall, hut the way in W'hich Nanda’s head is inclined in the fresco con¬ 
firms the above surmise. Two monks are watching the operation, one of whom, rather 
youngish, has Aryan features. At the back of this scene, towards the right, is a pavilion with 
round wooden pillars. The parapet of triangular design, shown on the roof of this pavilion, 
may be of interest to students of Indian architecture. 

Inside the pavilion a monk, with a shaven head, is sitting In a melancholy mood. He is 
probably the love-sick Nanda, feeling the pangs of separation from BclIe-of-the-Country. 

iierc arc several other monks inside the pavilion, and at the extreme right end, between tw'o 
pillars, is the Buddha, watching the pathetic condition of Nanda. 

The third episode of the story is shown on the left side of Plate LIV, near the top. Here 
the Buddha with another monk is seen flying in the air, apparently representing the flight 
of the Buddha with Nanda to the Heaven of the Suite of the Thirtv-three, In the plate only 
the lower parts^ the bodies of the Buddha and Nanda are seen, but in the original fresco 
their entire bodies may be observed. The figure of the Buddha appears again close to the 
flymg figures towards the right. He is accompanied by a young monk. There are several 
other fig^cs, but they have become so faint that it is difficult to say whether the scene repre¬ 
sents the Heaven of the Suite of the Thirty-three, or the Buddha's return thence after standing 

guarantee for Nanda s obtaining celestial nymphs if he performed the duties of a monk (supra 
p. 50, r.n.). V r » 


The artistic merits of this fre^o cannot be fully judged owing to its damaged condition, 
but such figure as remain intact show it to be the work of the same artist who drew the subject 
known as the Dymg Princess. It is interesting to note that in this painting people of three 
different racial types have been represented. In the upper part of Plate LIII there are 
for«^.rs. Par.lu™s (Pahl^a.) or Scythians a Httlc lower in the same pbte the 

o^Xvt , (Dravidiana?). and atili lower down in the aame plate and in *e nex! 

In Plate LIII, near the ^ttorn, is painted the scene reproduced in Mrs. Speir's book and 
also copied by Burgess in his Notes (Plate XIIl. 2).* ^ 

The fresco since the time of Major Gill, on whose copy all the reproductions are based has 
suffered much, and rhe figure of the Buddha, who was shown preaching in the middle’h” 
almost disappeared, except for a portion of the head. The fimj^re of th. !t j“ ’ 
the pillar a. tha extreme left end of the painting can, however:^ It outUth 
and shows both grace of pose and decorative skill. The architectural features of the building 


’ In ihh scene besides the figures of the Buddha and 
the young monk fNanda?) the figut« of five ladies may 
also be (raced in the original fresco, the latter perhais 
representing the cekstta] nymphs. 


^ This is also reproduced in the tihttrj e/ Mien snd 
^iterm JrtktUcturf^ by Pergusson and Burgess, vol. i, 
Y rontispiece frev, ed.) 


54 


PLATES LlII-LVa 



represented in the fresco are clear. At the back Is a hall with a gabled roof, painted white 
in the original fresco. The hall has two windows and a door opening on to the veranda. 
The roof of the veranda, painted green in 
the original fresco, is slanting, and rests on 
wooden pillars. These have round shafts 
and narrow' necks, and are crowned w'ith 
bell-shaped capitals and square abaci. 

From the middle of the veranda projects 
a porch, the roof of W'hich again rests on 
pillars and has a triangular frieze with an 
ornamental window design in the 

middle. Thedrawingseems to be a faithful 
copy of a religious or secular building of 
the period, and the artist has taken con¬ 
siderable pains to reproduce even the 
minor detail, such as the decorative cre- 
nation in the sides of the roof at the joints. 

The drawing is also a good specimen of 
the artist’s sense of perspective. 


MANUSHI BUDDHAS 


Plate LVd 


Thf figurts aft faiaUd ahtvt tht tiurd ttU-daer frsm tht Ufty sttd art rtpradatfd in lUwwfAraiJt/. 


F igures of four seated Buddhas in the teaching attitude are seen in the lowTr row, 
just above the cell-door, and of seven, or eight, more Buddhas in the same attitude in 
the upper row. The Buddhas of both the rows have cushions of check and other designs 
behind their hacks, and besides the conventionai haloes signifying lordship, the figures of the 
lower row have triple umbrellas over them. The drawing is of conventional type, showing 
neither imagination nor any special artistic skill, apparently being the work of a bhtkshu 
prepossessed w'ith stereotyped forms of the representation of the Great Being. There are two 
votive inscriptions, one each below the seat of the first and the second Buddhas and the third 
and fourth Buddhas In the low'er row', and another inscription below the seat of the third 
Buddha from the left in the upper row. These inscriptions have been studied by Dr. N. P. 
Chakravarti in the Appendix (pp. 94 fF.). According to him they are of a later date than the fifth 
century a.d., the date of the Cave,' and the figures of the Buddhas may have been painted 
in the sixth century or even later, after the deterioration of the original frescoes on this part 
of the rock-w'all. The figures of the Buddhas appear rather abruptly after the scene of the Con- 


' S« Appendix, p. 87. 
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version of Nan da, and appear to be later work both from the general decorative scheme of 
the cave and from the technique of this painting. 

The figures in the low*er row bear the inscription Bha^anta Dharmmadattasyat ‘of the 
re\'erend Dharmadatta’, while those in the upper row have BhadaRta Bapukasya^ ‘of the 
reverend Bapuka’,' 


FLYING FIGURES {^PSARASES}) AND THE BUDDHA IN 

THE TEACHING ATTITUDE 

Piates LV 6 -c and LVI 

The» suijt^s ihf right «/ Mttr. ThfrtHtt, hting k <, thry rtprs- 

ditetd m mfy, ^ 

T he first of these subjects (LV painted above the figure of the Buddha tow'ards the 
left, is a male figure, representing a gandharva or a yakjha-, both of w'hom according 
to the Buddhist legend possess power to fly in the air.* The figure is drawn in black and 
white with considerable grace, particularly the fingers, which show both beauty of form and 
a sensitive nature. In the left hand the gandharva holds a tray which is made of a large leaf 
of the lotus or some other plant. In the tray flowers may be traced in the original fresco, 
which the gandharva has brought as an offering to the Buddha. 

Above the figure of the Buddha on the right side is a pair, of which the female, the aptaras. 
IS intact (LV c). Of the other figure, only the loincloth and a portion of one of the legs are 
visible, the r«t of the drawing having completely perished. The figure o( the apsaras is drawn in 
black and white and suggests movement. The modelling is good, and the decorative detail, such 
as that shown in the coiffure, is also pretty. The eyes, however, are much too large for the face. 
The figure of the Buddha, which is drawn below the last two subjects, is shown seated on 
a chair of elaborate design. It has dragon^heads at the back, elephant-heads near the arms, 
and figure of lions with human heads near the legs (Plate LVI a-h). The lions show simi¬ 
larity to their prototypes in Assyria, which b not unusual, for winged monsters, bell-shaped 
capital, and cren a ted parapet, of Persian design, are frequently noticed in the early sculpture 
and architecture of the Deccan. The figure of the Buddha is much damaged, hut his hands 

represented in the teaching attitude. The feet rest on 
a full-bbwn lotus-flower, the stalk of the plant being held by two aa-gas. a king and a queen. 
There arc two attendants, one on each side of the chair of the Buddha. One of these attendants 
IS apparently male and the other female, as indicated by the dAm (loin-doth) of the figure 
on t e e t an^ t e g^ag rl (skirt) of the figure on the right. The heads of these two attendants 
are missing, but such parts as are intact show a stereotyped form of art. 

' For TuTthcr inrormatiun see Appendix, p. 95 
The ganJJiarvaif heavenly mtisjcians, are often associated with apsorgftt as their consorts. 
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THE BUDDHA IN THE TEACHING ATTITUDE 

Phtes LVIf and LVII^ 

Thi sctjif ii pamifj cn thif hafi tuall a/ the faw in the Ufl thi thrinr^ hfHvefn tfv first irW samd jft fht 

/rfun iS iHMch damug/J^ an naslim &f ihf druwmg ii nepr&dutrd m adJitinn in iti photograph in monnchr&mf* 

T he fresco at first sight appears to be a dark patch on the rock-wal!» but the eye on 
a close scrutiny can trace the drawing of many figures, which have survived the ravages 
of time and the depredations caused by bats and insects. In the middle of the painting is the 
figure of the Buddha, seated on a royal chair, similar in design to the one described in the 
account of the last fresco (saprat p* 56)* His feet rest on a lotus, the stalk of which is held 
by two ftagas in a brisk buoyant attitude, expressing their religious fervour. There are two 
attendants, the one tow'ards the left holding a rosary, and the other, tou'ards the right, a vajra. 
The heads of these two figures are missing, but from the above symbols they can be identified 
wdth certainty. The one holding the rosary is the Bodhisattva Aval ok ites vara, while the one 
holding the vajra^ the double three-forked prong, is the Bodhisattva Vajrapani.' On both 
sides of the principal figure of the Buddha there arc standing figures, either representing the 
Buddha himself or the Bodhisattvas. .As the upper parts of these figures are missing, it is 
impossible to identify them. In the background of the painting, to the left of the seated Buddha, 
there are some lovely lotus-flowers near the figure of the votary. 

In the lower part of the fresco, on either side of the chair of the Buddha, there are groups 
of votaries representing tw'o different classes. Those on the left are of a princely class. The 
male figure nearest to the throne in this group is Mvearing a jewelled crown. His head is 
inclined in an attitude of respect, which is also confirmed by the devout expression of his face. 
By the side of the latter was apparently his wife, w'ho has joined her hands in the act of 
adoration. Behind this royal pair there are six more figures, among which one representing 
a lady is better preserved. Her elegant features and soft innocent looks show high artistic 
skill, and it appears that the fresco is of the same period as the subject entitled The Dying 
Princess. To the left of the figure of this lady another representing a guard can be made out. 
He holds a short curved sword in bis hand. .As the other figures of this group are damaged 
considerably, it is difficult to study their artistic detail. 

On the other side of the Buddha's chair, the nearest figure to him represents a lady in 
a state of amazement, as indicated by the gesture of her hand. In this group, however, the 
most striking figures arc those of hermits, drawn on the right side of the fresco. Among these, 
the one at the bottom is w'caring a patched tunic and has a skull fixed to hts head-gear. The 
gesture of his right hand shows that he is trying to grasp what the Buddha is saying. 
Behind the hermit is a woman holding a staff in her left hand and listening with rapt attention 
to the sermon of the Buddha. Above the last two figures is another reprinting a hermit 
W'ith a bald head. He also holds a long staff in his hand. Behind the latter, on a higher level, 
is another hermit, who is dressed in a cloak of striped material. Figures of two more hermits 
can he made out in this group, but as their heads are missing, their expressions cannot be judged. 

’ Ajanta^ i, p. 35 . 
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AJANTA; EXPLANATORY TEXT 

The scene may be identified with the preaching of the Buddha in theTushita Heaven, in 
which case the congregation on the left side show's Indra (Sakka) and hts retinue; w'hile on 
the right the herniit with the skull in his head-gear may represent Siva (?), or some Buddhist 
deity associated with such an emblem. But if the Elephant Procession, painted adjoining this 
subject tow-ards the right, is to be associated with it, the entire scene svould represent the visit 
of Ajatasatru to the Buddha in the Mango Grove, w'hich is reproduced at both Bharhut and 
Amaravati.' The group towards the left, according to the latter identification, would represent 
Ajatasatru and his wives, who accompanied him when he waited on the Buddha to confess his 
sin and seek absolution. 


THE ELEPHANT PROCESSION: VISIT OF AJATASATRU 
(AJATASATTU) TO THE BUDDHA (?) 

Piam LVId' and LVII/J 

The mhjteJ tsjoittUd en the h^tk of the mntr iorridor het^veen the thrme and the letond te/i^or from the Mi At the 
Pamtmg hat deteriorated nu, eh, rf ,t refrodueed in mnoehrome and an outfme of the dratarng gkett tepamtel {LFU h). 

T his fresco had decayed to a worse condition than the previous one (LVII a). Recen tly 
how^ever, all such pieces of it as sunived have been fixed to the rock-wall in a scientific 
manner with casein and other chemicals. There arc eight or more figures of elephants arranged 
m the form of a procession including a number of footmen, who are armed with swords, or pUv- 
mg OT musical instruments, such as flutes and trumpeB. Notwithstanding the many gaps in the 
csco, Jt"! figure of a flute-player can be made out with certainty on the right side a little 

fr«eo t'h^ h°T"’f ‘"the monochrome reproduction and in the outline. In the original 
fresco the heads of the other figures near the flute-player arc also visible, although they are 
not very ''“t‘".the reproductions (LVIrf and LVIU). They show activity,®as of men 
m^chtng briskly in front of a royal elephant whose head and trunk can be traced ^hind them 
The head of one attendant, to the left of the flute-player, is shaved, eucept for a lock left iust' 
above the forehead. Thts combined with his parrot-like nose, evokes iLhter. Another“f 
these attendants, who is of rather short stature, holds a blue curved sword In his right hand^^ 
nother attendant just behind the latter is armed with a shield of rectangular shfpc The 

facture. The Lad" of llsoT^^ bTtracld T"" European manu- 

pp*6sl^l' ^ 

rutc XXiJ, The story is given in somq deuil m (he 
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PLATES LVU k LVIIi 

women arc prominent; they apparently represent the wives of Ajatasatru. These ladies have 
been shown riding on elephants in the sculptures of Bharhut and Amaravati as well.* All the 
elephants arc richly caparisoned, but the State elephant, drawn in the middle, has a gorgeous 
carpet on his back, and from its rich ornamental border hang tassels of silk, or of gold 
and silver thread. As the upper part of the back of this elephant is missing, the royal rider, 
Ajatasatru, cannot be traced in the fresco, but the figure of Jivaka (?), with long flowing hair 
and dressed in a cloak, may be seen behind the State elephant at the right end of the fresco. 
The design of the cloth of Jivaka's cloak is worthy of notice, consisting of double^ined stripes, 
the spaces between which are filled with stars. The figures of the elephant-driver 
and his mate {cAarkafS)^ showing their right positions on the body of the animals when 
proceeding in state, can be studied in this picture. The charkatS is seen behind the trunk of 
the State elephant, perched on the haunches of another animal whose up-turned tail is very 
significant in the drawing. The figure of a muhSwat is noticed on another animal, to the left 

of the State elephant but drawn on a lower level. The mahS'wai is sitting on the neck of the 

animal, his legs almost encircling the head. Above the figure of the State elephant W'C see some 
attendants who arc holding long staffs, and one of them is blowing a trumpet. 

The rich trappings of the elephants show the pomp of the royal life of the period when the 
fresco was painted (fifth century a.d.), an idea of w'hich is also obtained from contemporary 
literature such as the dramas of Kalidasa. A special technical feature to be noticed in this fresco 
is the use of blue lines below the eyes to indicate shade. 

* III the legend preserved in the Dighii Nlkitja there 
is a reference to eleph^ts to be ridden by the wives of 
Ajlcaiiatru^ For the infonnatjo-ii of the genera.1 reader a 
summary of the story as related in the Diglui is 

given here: 

During his ramblings to preach the Doctrine the 
Buddha once arrived at Rijagriha and stayed in the 
Mango Grove of Jivaka^ the roya! physician to King 
Ajatasatru. About this time, when the king was sitting 
on the lerrace of hia palace and enjoying the beauty of 
a moonlit night, he expressed a desire to listen to the 
sermon of some holy personage who could $et hh mind 
at peace, for it bad been in a state of agony since his mur¬ 
der of his father. The ministers of the king suggested the 
namei of se veral monks, for instance those of PQram Kas- 
sapa, Makkhali GosSla, Ajita Kesakambali, and Pakudha 


Kachchayana. Ajitaiairu was, however, not satisRcd by 
any of them, and asked Jtvaka, who had been silent, to 
give him the benefit of his knowledge an this matter. Jiva¬ 
ka thereupon described the greatness of the Buddha, and 
begged the king to visit the Teacher. Ajatasatru readily 
agreed, and proceeded in state to the Mango Grove. He 
himself rode on the State elephant and hb wives on the 
she-elephants of the royal stable. AjStaiacrti on his arri\'al 
was deeply impressed by the Calm of the assembly, and 
saluted the Buddha and the Order^ Afterwards he asked 
a number of questions, and on getting his doubts cleared, 
he confe^aed hh sm in murderifig hh lather and sought 
refuge with the Master^ The Buddha absolved him of 
the sin, and the king returned lo his pakce much relieved 
in mind. Translation by T* W. and C. A. F. Rhy$ Davids, 
rol I, pp, 65-^5, 
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THE BUDDHA PREACHING TO THE CONGREGATION 

Plate LVIII 

"The subject ii piiinied in the baei tirridtr to the fight if the thrint above the third and feutih ce/Z-doors frem the left, tt 
iJ rffr&dut^d in 

yyS the fresco 1$ damagedj like the others in this corridor^ the figures are not quite clear in 
ii the photographic reproduction (Plate LVIII). Still, the representations of fthikshus 
and several personages wearing crow'ns can be made out. In tfie original fresco twenty figures 
can be traced on the left side of the Buddha atid six to his right. Further there are two 
attendants holding fiy-whisks, one on each side of the Buddha’s chair, and two votaries near his 
feet. Such parts of the figures as are intact show' the skill of the artist in modelling, the use of 
high lights, and the indication of shade by washes of a deep colour. He has also succeeded in 
giving a devout expression to the members of the congregation, as if they were listening with 
much attention to the Master s sermon, 1 he mysterious effect of the sermon on the mind of the 
votaries has also been exhibited by the gesture of their fingers; for example, the figure near 
the foot of the Buddha s chair, tow'ards the left, has made a loop. As in this scene almost all the 
figures are either wearing crowns or are dressed as hhikihus, it has been suggested by some 
scholars that the drawing represents the Buddha’s preaching in the Tushita Heaven, and the 
congregation comprises the dtvat of that heaven.' 

The carving on the chair of the Buddha is more elaborate than on the chairs shown in 
Plates LVI a-b and LVII ff, and a novel feature of the dragons’ heads in the back of the chairs 
is that instead of tongues lolling out from their mouths, thin serpents are leaping forth. The 
figure of the Buddha is much damaged, but the right shoulder and arm show vigorous modeL 

ling. In this fresco, the figures being of considerable size, their artistic detail can be better 
appreciated.* 


' Regarding this scene Monsieur A. Fouchcr’s opinion 
may also t» quoted: ‘It is more likely that we have here 
as at Bharhut an illustration of the text of “the Great 
Assembly" {Makd}ameyB^s£iirii)if/\itieai\ the supernatural 
beings met to pay homage to the Teacher.* Jeur. Hyd. 
Arth. 1919-10, pp. 88-9. 

^ To the left of this subject, between the shrine and 
the third cell-door, there is a procession-scene which is 
not reproduced in the plates because of Its being in a very 
damaged condition. Such figures as can be made out are 
described here. Commencing from the left side, first there 
is a soldier holding a sword and a shield. The latter has 
the head of a monster carved on it. Next to the first 


soldier there is another carrying a curvilinear shield of 
rectangular shape. A third soldier has a spar in his 
hand, and as the figure of the fourth is damaged in the 
fresco his weapon cannot be made out. The fifth soldier 
has a shield with a ‘bc^ie* head. He is armed with a 
spear. The sixth warrior also holds a shield, and the 
Seventh a Hag. The last is of a dark brown complexion, 
but his head is missing. There are also some figures of 
Women shown iij the scene. *1 wo of them are quite dis¬ 
tinct) one is of a pinkish complexion and the other holds 
a round vessel. Above the figures of the soldiers there 
Was the representation of an elephant whose trunk may 
still be traced. 
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SCENES FROM THE LIFE OF THE BUDDHA: SUJATA OFFERING 
FOOD TO THE BUDDHA, THE OFFERING OF TRAPUSHA 
(TAPUSSA) AND BHALLIKA (BHALLUKA), THE VISIT OF THE 
KING OF MAGADHA, AND THE BUDDHA IN THE STREETS 
'' OF RAJAGRIHA 

Piate LIX 


Tht ictnft art painfed ihr wall cf ihe right carrid&r m Cwt ahtru'e fht iturd aad faurtk ftil-daari fram the right. 

They are repradatid in moH&ckr&me. 

T he entire wall of the right corridor is covered with representations of scenes from the 
life of the Buddha, commencing from the nativity and continuing to his visit to Riijagriha 
after his enlightenment. The fresco has much deteriorated owing to climatic conditions, and in 
a few places acts of vandalism, such as cutting off the heads of figures with a view to selling 
them to visitors, may also be traced. But in spite of these depredations, what remains on the 
rock-wall suffices to enable us to identify the various scenes of the life of the Teacher and to 
admire the skill of the artist in depicting them. 

In this plate (LIX), commencing from the top of the left side, the scene of Sujata 
offering food to the Buddha is first noticed. The Master is shown standing, and he holds a 
bowl in his hand. The figures of four hermits can also be traced around him. In front of 
the Buddha is a lady holding a round vessel in her hand, which is apparently the vase of 
water mentioned in the legend.* Behind this lady is another sitting near the fire-place, and 


* Warren has narrated the Icg^nd^ translating it from 
the Introduction to the Jdlaia (i. 685). A sutntnary of 
Warren^s translation b given here* 

There lived a girt in Uru vela, named SujSt^^ who made 
a prayer to a certain ban v'an-lree that If she got a huslani 
of equal rank with herself and her first child was a son, 
she would niake a rich offering yearly to the tree. I'ht 
prayer of Sujili;^ was granted‘j, and to fiilfil her vow she 
made preparation for the offering on the day of fyll moon 
of the month of V«3kha full six yeans after the Great 
Being commenced hb austerities- She had pastured a 
thousand cows and from their milk nourbJicd five hun¬ 
dred com. From the milk of the latter she fed only two 
hundred and fifty, and so on down to feeding the milk of 
sixteen cows to eight only- This process was adopted by 
Sujata to enrich the nutriilve properties of the milk. On 
the day she wished to make the offering the milk flowed 
from the leats of the cows without their Wing sucked by 
the calves first, and Sujatl placed the milk in new vesseb 
and herself lit the fire and began to cook the milk-rice. 
She noticed the four guardian angels helping her in pre¬ 
paring the dbh> and by their superhuman power tlicy col¬ 


lected aid poured into the mUk-rice the vital sap suEdent 
for the sustenance of the gods and men of the four great 
cnntinenlSv Having seen theabovemiraclejSujSdi told her 
slave-girl, Punna, that the tree-deity was very graciously 
disposed to them and chat she should go quickly to the 
tree and make everything ready for the offering. Putjnl, 
when she came to the tree, noticed the Buddha under 
it, and as hb radiance had lit up the treC| she thought 
that the deity had come out of the tree to receive the 
offering in person. She ran back to her mistress and in¬ 
formed her of what she had seen- Sujatl. was overjoyed 
by ihc new*s, and she poured the rice-milk into a gold dish 
wortli a hundred thousand pieces of money, and covered 
It with another wtikh was also of gold and equally costly. 
Afterwards she proceeded to the tree^ and at the sight of 
the Future Buddha was exceedingly delighted, for she 
considered him to be the tree^god. She bowed in a re¬ 
spectful manner, and with Some flower-scented water in 
a golden vase^ she drew near the Future Buddlia and took 
up a position n^rar him. The earthen ware bowl which 
the Future Buddha had kept so long and which had been 
given him by GhattkSra, the Mah 3 -Bfahnia God, at that 
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stirring the contents of a pot with a ladle. She is evidently Sujata of the story cooking the 
milk*rice for an offering to the tree-deity. Her cows» whose number in the legend is reduced 
frotn one thousand to eight with a view to enriching their luilk^ are shown as four only in the 
fresco. They are to be Jioticed behind Sujata. The four hermits, who are seen around the 
Buddha, may be the four guardian angels of the story, who mixed vital sap in the rice-milk 
to increase the nourishing quality of the dish. These hermits may also be identified with those 
monks w'ho accompanied the Buddha during the six years of his austerities, and whom he had 
promised to initiate into the Etoctrine after his enlightenment. As these figures have become 
somewhat faint, it is difficult to study their artistic features, but the identification of the story 
with the offering of Sujata is clear enough and there remains no doubt about it. 

above scene there is another in which the Buddha is shown seated. 
There are two male figures, one on each side of his seat. The figure to the left holds a stick 
in his hand, while his companion towards tlie right has a halberd or a flag in his left hand 

figures apparently represent the merchants Trapusha 
and Bhalhka of the legend, who offered honey and rice-cakes to the Buddha after his seven 
weeks trance foliow^ing the enlightenment^ 

Below the last two scenes there are two more. The one on the left represents the Buddha 
again seated on a throne or a stone slab. In front of him are several figures, but as the fresco 
has much faded, only the figures of a bearded person, of another wearing a pearl necklace, 
and of a groom standing near the horse, can be made out with certainty. The head and neck 
of the horse are drawn with considerable artistic effect. The harness of the horse b the same 
a$ that of the horses in the and Fit/Anrap^^dila ydtaki/s in Caves I-IL^ 

Above the figure of the horse, the head and trunk of an elephant may also be traced, 
the head being adorned with an ornamental band. As elephants were generally used by royal 
personages. It may be assumed that among the votaries who are listening to the preachine 
o jjJ Budd^ha there is also a king. This feature, coupled with the representation of the 
Buddha with the begging-bowl passing through a street, in the adjoining scene towards 
the right, has led scholars to identify the first scene with the visit of Bimbisara to the Buddha 
after his renunciation, and the latter with his going over to Rajagriha from Anupiya after he 
had stayed seven days at the latter place.^ As the scenes tally with the accounts given in the 
Buddhist sacred texts, the identification seems to be correct. 


instant disappeared, and the Future Buddha, stretching out 
his right hand in an attempt to find his bowf, grasped the 
of water. Afterwards SujatS placed the dish of milk- 
rice before the Buddha and said, ‘Lord accept my offer¬ 
ing, and go whithersoever it seemeth to you good*. 
BudJhum in Tramlaiitju^ pp. 71-4. 

’ 1 he Buddha went into a seven weeks' trance after 
the enlightenment, at the end 0/ which he stood in great 
need of fcKwl, At that time the caravan of two brothers, 
Trapusha and Bhallibi (in Pali, Tapussa and BhalJuka}, 
merchants of Orissa, coming near the grove where the 
Buddha was seated, they were warned by the deity of the 
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grove, and thus enabled to make offerings of honeycomb 
and wheat to the Great Being. 

Thomas has given further details of the story, based on 
the Vimya^ and LalUa texts, in Tht Uft ef Buddha 

(pp. 85-6). 

* Jjanta^ \. (f.n, 3) and ii. +0 (f.n. 1). 

J Thomas may be tjuoied regarding these events: 

The Jataka tells us that Gotama, afier staying sev'en 
days at Anupiya, went on foot straight to Rajagaha, the 
Magadha capital, in one day, a distance of some two hun- 
red miles, and began to beg. The royal officers reported 
his arrival to the king (BimblsSra), who in astonishment 


PLATES LIX k LX 

In the street-scene where the Buddha is shown beggings the architecture of the shop is 
interesting. The hrst shop, to the left of the Buddha^ has an eave of stone slabs, or of planks 
of wood, in the front for protection against sun and rain. The second shop, to the right of the 
former, has a fiat ceiling w'ith stone or wood rafters. As a roof of this design is noticed in the 
front corridor of this cave (safira, p, 5) it may be inferred that houses with flat roofs supported 
by wooden beams had come into fashion in the Deccan by the fifth century a.d., the date of 
this cave.' The left side of this shop has a griU-design which is to be noticed also at two 
places in the front corridor of Cave I (Plates IX and XXXVII).* The figure approaching the 
Buddha with an offering of food is broken, and only a part of it can now be traced. 

The scenes show the fondness of the artist for depicting on the rock-wull all the principal 
events of the life of the Master, which were probably described orally also by the chief hhikshui 
in their sermons when they addressed the votaries. 


SCENES FROM THE LIFE OF THE BUDDHA : 
THE FIRST MEDITATION AND THE FOUR SIGNS 


Plate LX 

Tht itentt art patnUd eti t/ie wait af tkt hft terridsr in Cavt JCf^i, ifttattn thr third andfturth ttii-^airs frtm iht ri^hi. 
Thty art repraduttd in mmachromr, 

T he first scene is painted in the middle, where a young hermit is seen sitting under a tree. 
He is the Future Buddha of the legend, who fell into a trance during the Ploughing 
Festival when his parents had taken him to the fields to watch the celebrations.* This event 


seeing him from the palace ordered them to follow and 
observe. If he was a tion-human being he would vanish, 
if a divinity he would go through the air, if a naga into 
the ground, but if a man he would eat hU alms. He was 
seen to go to the Papdava hill, and, overcoming his disgust 
at the unusuat food, to cat it. The king then came, and, 
pleased at his deportment, offered him entire sovereignity, 
but Gotama refused, saying that he had left the world 
with the desire for the highest enlightenment. Yet though 
he rejected the repeated requests of the king, he promis^ 
to visit his kingdom first on becoming Buddha, and then 
journeyed by Stages to the teachers Ajan and Uddaka. 
The Thtrtgaths commentary, which U probably a later 
work, says that he first went to the hermitage of Bhaggava. 

‘ The yntaia adds that the full account is to be found 
in the sutta of the Going-forth ^Paihajjd-tiitta) with its 
commentary. Yet this sutta, found both in the Pali and 
in the MahUvattUy differs curiously from the J^taka. 
The king secs him first,and, noticing his beamy and down¬ 
cast eyes, sends messengers to find where he lives, then 


visits him, offers him wealth, and asks of what fiimily he 
is. Gotama tells him, but docs not mention that he is a 
king’s son, and says that he has no desire for pleasures, 
but seeing the evil of pleasures and looking on renuncu- 
tion as peace, he is going to strive. Here the sutta ends, 
but the MakSvattu adds two verses in a different metre 
containing Bimbisira's request and Gotaitia's promise that 
he will return and preach the doctrine tn his kingdom. 
This incident Is aUo added by the Pali commentator on 
the sutta.’ The Lift af Buddhtty pp. 68—q. 

' Appendix, p. 87. * Jjaniay 1, pp, 11 and 45. 

^ Warren has described the festival, and a summary of 
his account is here given. 

The Sowing Festival was celebrated with great pomp. 
The whole city was bedecked, and the people put on new 
dresses and assembled at the king’s palace, which by its 
decorations looked like an abode of gods. King Suddho- 
dana in celebrating the festival took the young prince, 
Siddhattha, along with him to the fields. The king issued 
forth with a large retinue, and on that oexasion there were 

63 


AJANTA; EXPLANATORY TEXT 

has been associated with the Future Buddha during his early age; according to one text, at a 
time before he could even w'alk^ according to another, when he was old enough to walk 
about, according to a third, when he was quite grown upJ In the present painting (LX) the 
Future Buddha has been shown as a lad with a sprouting moustache, but he is surrounded by 
nurses who are ofFering him food. Behind him is the figure of a hermit, and below a pair of 
white oxen yoked to a plough, and also the figure of the driver, whose head is broken. The 
oxen appear to be of a good breed, and the pair and the plough may represent those used by 
Suddhodana on the occasion, I'here were some figures connected with the scene towards the 
right, but owing to tire peeling of the fresco, except for the bust of one figure, these have 
completely disappeared. 

To the left of the above scene is another representing a palace-room in which a raja and 
his w'lfe are seated on a throne and there are several attendants in front of them. The fresco 
is_damaged at this place also, and the right half of the figure of the raja and the upper half 
of the body of the rani have completely perished. Among the attendants, a male figure with 
long wavy hair and a woman witli an elaborate coiffure can be traced with certainty. The 
features of both of them are coarse, perhaps in contrast to the beautiful features of the raja 
and the rani, for the artists of Ajanta w'ere always fond of emphasizing beauty by contrast. The 
scene represents Suddhodana and Maya conferring together to devise plans which may dissuade 
their son from adopting the life of a monk. The fresco is much damaged, but w hen it is exam¬ 
ined with the retinue painted below, the identification of the subject with the Future Buddha’s 
dnveand his seeing the Four Signs becomes certain.^ The first three signs are represented in the 


one hundred snd eight plough!), all but one having the 
trappings of the oxen and the cross-bars of the ploughs 
omanienced with sili^er. The royal plough was orna¬ 
mented with red gold, as also the horns, the reins, and the 
goads for the oxen. In the field where the festival was 
to Iw celebrated there was a rose-apple tree {jamhu) under 
which the Icing left his son and appointed nurses to watch 
him. Afterwards he proceeded with his attendants to 
plough. He himself drove the gold plough, his cour¬ 
tiers the silver ones, and the farmers the ordinary; they 
dug and harrowed the soil, moving forward and tnekward 
with gr<at sp«d and magnificence until the function 
reached its climax. T he nurses who were left bv the 
king to look after the Future Buddha went away to enjoy 
the festival. The young prince looked around him, and 
finding himself aione, he sat cross-legged, and mastering 
his inspirations and his expirations entered on the first 
trance (First Meditation). The nurses dclav'cd a little, 
being occupied in partaking of dainty articles of fi»d, and 
when they returned they noticed that the shadows of the 
other trees had passed over towards the F.3St while that 
of the rose-apple tree under which the Future Buddha 
was sitting had remained sutionary, encircling him like 
a canopy. They also found him seated crt«s-leggfd. 
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They announced the miracle to the king, who hastened 
to the place and bowed before him, saying, ‘This, dear 
child, IS my second obeisance . Bttddhifttt tti 
PP' 53-5* 

' Thomas has discussed the difference and referred to 
the Afajjkima^ the NidSna-kathu^ the Mahihisstu, the 
, and the DivyamdSna. The Lift if Buddha 
pp. 4476- / » 

* The story is given itt various Buddhist texts, and may 
he sumrnari/ed as follows: Since the eight Brahmans had 
prophesied on the name-giving day that the young prince, 
if he saw the four signs, i.e. an old man, a sick person, 
a corpse, and a monk, would renounce the world, his 
parenB appointed guards to ward them off from the sight 
of their son. But when the prince was twenty-nine years 
old and the gods thought that the time of his leaving the 
world was at hand, the prince showed an inclination to 
go to the park and ordered his charioteer to get ready the 
vehicle for his drive. The latter readily obeyed the com¬ 
mand of his master and brought the chariot, to which four 
white horses of Sindhava breed had been harnessed. 'I'he 
prince drove therem towards the park and saw on the way 
a decrepit old man, broken-toothed, grey-hatred, crooked 
and bent of body, leaning on a staff and trembling through 


PLATES LX-LXII 

frieze carved on the facade of Cave and one may be tempted to surmise that the scene here 
relates to his seeing the fourth sign. But as some Buddhist texts state that the Future Buddha 
saw all the Four Signs on one and the same day,* such a conjecture cannot be justified until 
the figure of a monk, the fourth sign, be traced in the fresco. The figure of a monk is, how¬ 
ever, not visible, although the chariot to which Vfour state-horses of the Smdhava breed* are 
harnessed and a large number of attendants, armed with shields and sw'ords, are clear in the 
painting. The swords are short and curved like the kukrh of Gurkhas, as noticed in other 
frescoes also,^ and the faces of the shields have conventional check patterns. There arc some 
banners and also a fly-w'hisk attached to a long pole, all these emblems suggesting a royal 
cortige. 


A PALACE SCENE: THE CONCEPTION (?) 

Plates LXI-LXn 

The suhjict h painted in the right cerrid^ tht first ^nd SH&nd utl^d^^rs thr right, it k rrpr&duzed in 

T his scene was identified by Burgess and his colleague Bhau Daji as the bedroom of the 
Future Buddha's wife wherein he appeared to have a last look at her and his newly born 
son Rahula before his renunciation. But there is no figure of the Buddha in this scene nor in the 
next one, painted tow'ards the left, in w^hich a raja and a ran! are seen talking together. Fouchcr 
has identified the former scene with that of the Conception, in w'hich Maya saw in a dream a 
white elephant entering her body from the left side, and the second scene with that of her 
relating the dream to King Suddhodana in the royal chamber. The absence of the figure of 
the Buddha makes Foucher's identification more likely, although the fresco representing the 
first scene is so much damaged that nothing except the lower part of the leg of a lady reclining 
on a couch is discernible.* A round pillow with a striped cover, on which the foot of the lady 
rests, is, how'ever, prominent. The figures of two maids, who have apparently fallen asleep 
by the sides of the couch, are also visibie. One of them has her face towards the bed; the 
other, whose face is tow'ards the front, has beautiful features, and the artist's imagination can 
be admired in giving her a very realistic pose. Her head is inclined on one side and rests on 


wc»knes$. The sight startled the prince, and he inquired 
nf his chAriotcer who that man wm On hraiing the 
charioteer's Answer the prince was much agiuted in heart 
and aid, *Woe to hiith^ since to every one that h bom 
old age must come'* He returned to hh pdacei and 
when h« father was informed of the incident he rebuked 
his servants and extended the guard agatrist the appearance 
of other signs to the Future Buddha. But after some time 
when he went to the park he saw another sign^ a sick 

■ 

K 


person 1 and so it continued until the gods had shown 
the Future Buddha a)] the Four Signs in spite of all the 
precautions taken by Suddhodana. The prince on seeing 
the wretehednes of life through these signs decided to 
abandon the world with a view to seeking everlasting 
peace and happine^. Warren^ and Thomas, 50-4. 

* General Introduction. 

^ Jjanfa^ i, 19, fn. 1, 

J J^urnfft rht Hfd. JrtL i9i^ac> pp. 8t-a. 
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AJANTA: EXPLANATORY TEXT 

her arm and elbow, the latter being placed on the couch. To show the features of this lady 
to advantage the artist has placed high lights on her forehead, nose, lips, and chin. The body 

of another maid can also be traced near the candlestick, by the side of the bed in the fore* 
ground- 

Near the foot of the couch, to the left of the maid, who is shown sleeping, there is a dode- 
t^gonal v^cl with a grating in each side. It may be a brazier. On the same side, above 
the head of the maid, a circular table may also be seen. On it several small boxes, apparently 
containing articles of toilet, arc placed. The table has a hole cut in its side to hold the neck 
ot a Hask, tor the lower part of it is seen below the table. Above, two 
musical instruments are hung on the w'all, one of the form of a fish, 
and the other cither an ch-tSru or as reproduced here.* " 

The Mr^m is wnneoed by a door with s circular pavilion. The door has been clumsily 
drawn, but the drawing of the circular pavilion is perfect, and it shows that the artists possessed 
the sense of petspeettve and could draw correctly whenever they wanted to do that, ^were 
not prepossessed by tiK conventions of the time. In the pavilion itself a rajS and a rSnl are 
Men occupied in a scrioustalk. The scene, as identified above, represents MSya relating the 
dream to Suddhodana. The figures of the raja and the ram have become very dim bm the 

. her. Some of them are seated and some standing, but all are listening with close atten¬ 
tion to the conversation of .Maya with Suddhodana and looking at the roval pair in a very 
mid manner. For evample the upturned faces of the two maids depicted Lr the door 
towmrds the right and near the door on the left show much eagerness by the expression of 
eir eyes. e f«turcs and the pose of the latter maid can be better studied in the enlaree- 

^ kX b ■" f“ u ‘■’"P ‘I'' being perZs 

. , ® pretty face, yet the features taken collectively look quite attractive The nos. 

of "if nature. In contrast to the features of thU maid are three of a maid 

Ld r * Tr'k-'Ti-V" ‘k' «bich is drawn in profile 

li™ ai,'d™b ' ^ bgbts, shows her to be an aboriginal with a dark complexion ^thick 

ips, and shoit n^, the nostrils being wide and prominent. But the curves shown, in Ac out 
lines of ihe back and the deep colour washes indicating volume make this figure also in 
interring specimen of the art of AJanta in the fifth century a.d. (LXII). ® 

f n variety of poses to indicate the grace of fivure 

of the Indian woman may be judged from the other maids represented in this scene notfhlv 

the “ P' “ '•« <ioor on the left (LXII). She has an oval fiice bm 

the futures are wry pleasing and the poM has enhanced the elegance of her finureX. ! 

wearing a rgm of almost transparent material, and her bodice is also of a similar material but 

SOT.inwtefitheSgureofahfrmkltb^OTreBuddhl?" wc^hrdraM of Ihe'T”"’' * *“'1!’'' “ " 

sluing . ctair with his fce, OTiig on . sued, ot Si “bl> ‘"y 

bcmademjtwdhceriaimy, 'nwire are »mc more figurts 
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PLATES LXI-LXIl 

the wealth of jew'ellery round the w'aist has compensated for the scantiness of the apparel* The 
expression of her face indicates a calm, serene nature, w hich is the salient feature of Buddhist 
art, even when the vagaries of the artist‘s mind have taken delight in painting semi-nude 
subjects. 

The door on the left leads to aitother apartment of the palace, where some other scene of 
the Buddha’s life is represented. The figure of the Buddha as a prince may be identified by 
his crown and the portion of the head which is intact. He is conversing with a lady who may 
be his wife Yasodiwa, and the subject may represent Prince Siddhartha (in Pali, Siddhattha) 
broaching the idea of renunciation to her. The head of the lady is damaged, but the expression 
of her eyes unmistakably indicates pathos. There are four maids behind the lady, three more in 
front of the royal pair, and tw'o behind the prince, one of w'hom is standing close to the door. 
In the doorway itself the figure of a guard may be seen. The draw'uig of the heads of the maids 
exhibits both artistic skill and play of fancy, but the general expression of the entire group. 
Including the guard, is of amazement combined w'ith anxiety. The guard has turned his right 
hand and fingers in a characteristic manner to show’ surprise. The colours of the fresco have 
faded much, but the detail of the drawing and fine brush-work can be studied in the beautiful 
coifiure of the ladies. 

The architecture of the building shown in this scene is also interesting* There is a small 
porch in which the young prince (Siddhartha f) and his wife are seated. Behind the porch is 
a veranda, the ceiling of W'hich is probably fiat, as indicated by its w'ooden beams, but the 
veranda has a sloping cornice (cMaJja) in front of it, w'hich at the first glance gives the idea that 
the roof of the veranda Is sloping. From the latter apartment a narrow' rectangular door leads 
to the hall, the roof of w'hich is gable-shaped and crowned by finials.' 

Behind the door to the left of the circular pavilion is a banana tree, and above that another 
scene in which a building with tw^o doorways is represented. Bats have caused great havoc 
and destroyed the major portion of this subject. Only four figures can be traced now’ outside 
the door on the left, and three in the space between the two doors. Of the latter three figures, 
two have tong hair spread on their backs. 

Above the second cell-door tow'ards the left Is a garden scene wherein the sharp eyes of an 
artist may discern the figure of a woman (Maya ?) holding the branch of a tree. Farther to 
the left the infant Gautama is seen in the arms of gods, who are four in number. Proceeding 
in the same direction, an infant is noticed walking on lotuses, as if taking the seven steps 
mentioned in the legend.* The scene is continued towards the left, and a lady (Maya ?) is 
noticed leading a child (Gautama ?). Two maids accompany her, and there is also a male 
servant who has joined his hands together in an attitude of adoration.’ 


‘ This scene being very dim is not rcprodMCed in die 
plates. 

* The incidents relating to the hinh of the Buddha, 
are also painted on the left watt of Cave II. A short de¬ 
scription of these incidents, based on Buddhist religious 


texts, is given in Ajenta^ ii, pp. 16-17, f.n, 1. 

f As the colouts of this subject have become very flat, 
and the drawing is also extremely dim, it Iras not been 
considered necessary to photograph it. 
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SCENES FROM THE EARLY LIFE OF' THE BUDDHA : 
THE VISIT OF THE SAGE ASITA, THE YOUNG PRINCE 
AT SCHOOL, AND THE PRACTICE OF ARCHERY 

Plate LXIII 

^‘***'**^ tht fini md itnnd ctiUserj m tht right cerridor ?/ Cavt XFL They art repndttctd m 


represents the visit of the sage Asita fKala- 
XJdevala) who is shown holding the baby in his lap.' Asita's figure is Intact, and his long beard 
^d Aryan features can be studied in detail. The sage is looking intently at the baby as if to 
^iscern the marks of his future greatness, while several figures surround him, including the 
king the queen, and a maid. The latter three figures have more or less perished; the king 
can be traced by his crown, the queen by her beautiful feet, and the maid by her rich coifEire 

and ribbons. The maid s head and back may be noticed below the stool or chair on which the 
sage IS sitting. 

in JrT“' y‘>“"g prin™ holding a wooden tablet, with a pen and 

ntond placed front of him. and three other boys engaged in similar pursuitajand a 
teacher with a hairless forehead sitting close to the Future Buddha, may remind one of the 

of dIoL VilvSmitra by his knowledge of sbtty-four kinds 

^ ^ j ?■. young prince is wearing a conical cap of Persian design with a ribbon 
round it in the styfo of the modern European felt hats. His coat also is of Persian style 
having long sleeves with embroidery on the cuffs and round the arms, and a V-shaped coUar! 

» r'^ “ “ ”"*■ p™ anxious « ih. behsvi™, of 

On the day the Future Buddha w« bdm a iane ca]l«J hirt-tn? 

Asita (Kila-dcvalal beheld the Pads a( tL h® ’ ^ his chMd, he inquired of Asita the cause of his first smiling 


Doctrine to roll. On hearing this news Asita went to 
the palace of Suddhodana and requested the tmg to show 
him the child. Suddhodana readily agreed and brought 
the child into the presence of the sage. Asiu could Joolc 
backward into the past for forty world-cycles and simi- 
Uriy forward into the i^ture for forty cyde^^ and as he 
noticed on the person of the baby the thirty-two marb 
of a great man and eighty minor marks, he estclatmcd: 
ntther involuntarily, ^What a marvellous personage he 
is! 2 jid Smiled. Afr^-rurtip^a L- ...s_ t 


Buddkhm ;« Trant/sthns, pp, 56-8, and Tht Lift of 

pp. 38-41. '' ^ 

Among the very {ate additions to the story in the 
lah/e-vlTtarp Is the visit of the Bodhisattva to the writing, 
school. He Is taken there in great pomp, and the writing- 
muter Vj^vamitra fiills on the ground before hjis glory. 
T he boy takes the writing-tablet, asks which alphabet his 
I^ter agoing to teach him, and gives a list of sixty-four 

and smiled. Afterwards he wondered"wiTetW hi Wh Chinese and the Huns, 

would live to see the young prince attain enlighten t u” ' * ^ ''<?P™nhe alphabet, at each letter a moral 

and learn from him ^thc D^ine Tn^ "1 
ii. wuij no. h.v. ,i„. p,ivii.g..’h. w, 8ri„..d 
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PLATE LXIII 

His long hair is scattered on hts shoulders. The dangling locks of the boy sitting in front of 
Prince Siddhartha are also Interesting* Above the figures of the boys two cages may also be 
noticed, in one of which is a parrot. There is also a stringed musical instrument like a harp 
hung along the wall. 

The roof of the pavilion in w'hich the prince and other boys are sitting is flat, and its rafters 
and cross-beams are clear in the fresco. Above the roof a dovecot may be seen, the openings 
of which have latttcc-work of a square pattern. Two birds seem to be cooing, another has 
fluffed itself as if to roost, and another has bent its neck to pick up grain. 

Below the school scene is an open court indicated by a banana tree. The court is entered 
by a door. Four boys arc seen; one of them has bent one leg and stretched the other ; this 
attitude combined W'ith the position of his arms suggests that he is drawing a bow, but ow'ing 
to the damaged condition of the fresco the bow cannot be traced (LXIII),^ Two boys arc 
sitting on low stools, and the third is standing under the banana tree and watching from 
there the skill of the Future Buddha. 

There was another scene to the left of the above subject, and the dim outline of two or three 
flgures may be traced, but the colours have completely faded and a large portion of the fresco 
has peeled off, thus making identification an impossible task. The design of the lotus-creeper 
on the right side of the plate shows the artist'^s delight in demonstrating his skill in the various 
kinds of decorative w'ork, the elaborate diadems of the princes, the rich coiffure and jewellery 
of women, the frills of their rJr/r, and the delicate stalks and petals of flowers. This design 
is to be noticed, in Cave I also, and it appears to be a favourite theme for border decoration. 

To the right of the first cell-door, around which the lotus-creeper design is painted, there 
is a subject in w'hlch four horses are seen. One of them is startled, and has raised ite head high 
in the air; another is kneeling down. There are four grooms also whose gestures show that 
they are trying to calm the horses. Low'cr down in the fresco the figures of tw'o elephants may 
also be seen. A man of short stature U w'atching the elephants. As the drawing of this subject 
is very dim, it has not been reproduced in the plates. 

The walls of the right w'ing of the front corridor have suffered greater damage than any other 
part of this cave by the evil doings of its denizens, whether bats, or insects, or hermits who 
kindled fires for various purposes and have tarnished or burnt the colours. Until quite recently 
the surface of the few fragments which w'cre sticking to the rock-wall looked jet black. These 
fragments have now' been fixed firmly to the rock-wall by casein and other adhesives and their 
surface cleaned by ammonia. By this treatment the outline of the drawing in certain cases 
has become visible. For instance, in the fragment sticking to the right wall, left of the ccll- 
door, the fat figure of Panchika can be made out with certainty. He holds a pomcgranate(?) 
in his right hand, the fruit being the symbol of fecundity. In the left hand he holds a purse from 
which Coins are issuing forth. Notwithstanding the stout limbs of this yokshs^ his hands are 
drawn with great skill, and the love of the artist for pretty detail may also be observed from 

* I'herc arc stories in BudtUiist scriptureii of the Future ease and pleasure would be able to do if a war broke out. 
Buddha's demonstrating his skill in archery, because the Tht Life of Buddha^ p. 4B; Buddhim in Trantiatum^ 
Sakyas doubted what a prince who had spent his life in 55-6* 
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the pearl-jewellery on the body of the yaksha. In front of Panchika is a figure with a greenish 
complexion whose hand has been drawn with care. This figure is wearing a coat the material 
of w'hich has a check-pattern. The waistband of Pahchlka also has a check-pattern, the small, 
dark^ squares being prominent. Lower down in the fresco is a third figure with a fair corti- 
plexion; he holds a tray of lotus flowers, that being apparently an offering to Pahehika. 

The fragment near the small door on the right side has also been cleaned, and now the draw¬ 
ing of several figures can be made out. Beginning at the left, the lower part of a pinkish figure 
is noticed first. Near by is the figure of a bhtkshu^ in a comparatively better state of preserva¬ 
tion. The 6hikshu lias long hair which is hanging dishevelled on his shoulders. To the right 
of the latter there was another figure, on the torso of which an inscription may be noticed.' 
Close by is the figure of a second Shikshu who is squatting on the ground, and has placed 
his left hand on the earth for support. Farther on the right is the representation of a Brahman 
clo^Iy resembling in appearance his prototype in the Visvantara Jdtska painted on the left 
wall of Cave XVIL^ There is also a banana tree in the scene* 

Uw'er down in the fresco, again commencing from the left, the heads of four figures are 
seen, and on a higher level than the latter another bearing a crown with a square front. A 
^own of this design has been shown on the head of Indra in several other caves at Ajanta. 
The story is continued on the wall, and there is another episode represented between two doors, 
one at each end of the scene. There arc towards the left two rajas, or gods, wearing crowns’ 
and towards the right another prince wearing a crown and accompanied by an attendant. In 
the nitddle five more figures can be made out. In the doorw'ay towards the right there is a 
bare-headed figure facing a pavilion in which two ladies and two male figures are seen. Above 
the pavilion is the figure of a chief or a yaksAa riding on a bay horse. 

In this fragment on a higher level two banana trees may also be noticed, and between them 
tw-o male figures, one of whom is dressed in a robe,^ 


A RAJA distributing ALMS: JVOT IDENTIFIED 

Plates LXIV~LXV 

Th. iuhjniJ pM « ^ th. W W/ ./ th. iu iffi rnd, A, th. 

tnhuri tkf fr€H^ fadtd tt u npraduetd in mm&chromt unly. 

ALMSGIVING being the fim of the Ten Perfections of the Buddhist fitlth, the quality of 
£^eto,ty ts emphastzed .n a large number of stories connected with the previous livi of 
the Buddha, as a human being, as an animal, or even as a reptile. The story represented in 
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PLATES LXIV-LXV 

this fresco shows a large crowd of ascetics and mendicants to whom food and other gifts are being 
offered, the latter including a necklace of jewels and two horses. These two presents may tempt 
one to identify the story with some episodes of the Vtivantara {Vessant^ra) J^tatay in w'hich 
the young prince Visvantara, when he was four or five years old, gave away to his nurses a 
costly necklace which King Sanjaya, his father, had had made for him at a cost of a hundred 
thousand pieces of money. ’ Vis van tar a also gave the horses of his chariot to four Brahmans, 
who had been unable to be present at the gift of the Seven Hundreds, and who followed him 
when they heard that King Sanjaya had banished him from his realm on account of the prince 
having given to some Brahmans a miraculous white elephant w'hich could cause rainfall at the 
time of a drought/ The riderless horses and the necklace are clear in the fresco, and among 
the persons desirous of receiving the latter gift arc a one-eyed monk, a Parthian or Scythian 
soldier, and a woman with a young child on her w'aist. Griffiths has reproduced a reconstruction 
of the figure of this lady in order to show the manner in which w'omen carry their children 

in India.^ 

To begin with the description of the scene: On the left side of the fresco there is a king 
sitting with his wife on a throne, placed near an areca-nut tree. A young girl and a child arc 
bringing trays of offerings to the royal pair. The hair of the girl and of the child is beautifully 
bedecked with flowers and ribbons. The features of the girl are like those of the aborigines 
of the Deccan at the present day. The drawing of the head of the queen has been damaged, 
but such parts as are intact show her to be beautiful, the features being fine. The features of 
the king on the contrary are coarse, and he has raised his right hand in the a&haya muJrtly 
as if he were assuring the Brahman who stands in front of him that his various demands will be 
fulfilled. The attitude of the latter shows him to be both covetous and impatient, for he is 
holding the tips of the fingers of his left hand with those of his right, thus indicating that he 
is enumerating His demands. To show his greedy look, the painter has placed high lights on 

his face. 

Behind the Brahman there are two guards, one of whom is wearing a long coat while the 
other holds a whip. There was another guard who held a long staff in Hs hand, but his 
figure has perished owing to the decay of the fresco. The upper part of the staff can, however, 
be seen clearly. The torso of a rA^n/rz-bearer can also be traced, between the throne and the 
covetous Brahman. The guards are controlling the entry of the ascetics, who seem to be eager 
to present themselves before the king. To the right of the guard holding the whip is an ascetic 
who has stretched his hand fomard, probably to indicate that he wants to beg something from 
the king. His features are regular, but the general expression of the free Utiays a cunning 
heart. Behind the ascetic there arc two more, accompanied by two children with long unkempt 
hair- The latter two ascetics have long, demure frees, and they resemble, in regard to both their 

' The JOtaka fiinhcr SUtes that when the king laces made for hh mu to develop hb generous mind, 

mfortned of the gift he had another tircklaoe made for pataka, vi, 15*. 

Vbvantam. The prince, although a child, gave away * /Aid., 252 and 265. 

the latter necklace also to hb nurses, and repeated the gift ’ Pahtthtgt of JjantHy i, 34, % 7t. 

nine times over, for Sanjaya continued to have the neck- 
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attire and general looks, the sddhus of the present day. The children have some importance 
attached to them, for both of them have umbrellas over their heads, these being emblems of 
sovereignty. Will it be stretching the imagination too much to identify the children with Tali 
and Kanhajina, the son and daughter respectively of Visvantara, whom he had given awav 
as an act of charity to the avaricious Brahman Jujaka? The Brahman, although planning to get 
a handsome reward from King Sanjaya, the grandfather of the children, by restoring them to 
im, rnaltreated the children on the way, tying them up witli osiers and leaving them on the 
ground every evening while he himself rested on the top of a tree from fear of wild animals. 
I he that gods watched over the children and offered them food and comfort 

c mng their dignity The two demure saMas who accompany the children may be gods 
in disguise, while the shrewd Brahman, to the right of the guard with the whip, may be Jojaka. 
Behind the ascetic conducting the younger child there is another ascetic who is holding an 
umbrella over the child. Both the umbrellas are square in shape, apparently made of wood and 
covered with leaves of trees or with matting. 

To the right of the last scene are the two riderless horses with two men between, and farther 
to the right no more male figures, representing way&rets. to whom a royal servant is offering 
food or drink from a round ve^l. Beiow the two wayfarers there is the head of a boy or 
a waif, but farther down nothing can be traced, for the fresco at that place has compleW 
^rished. The two male figures between the horses and the two wayfarers, taken together, may 
e rte four Brahmans to whom ViSvantara made the gift of the horses of his chariot.” 

ig er up IS a servant taking a jewel-necklace out of a box. It has been mentioned above 
that three (xtsons are eager to obtain the gift, a one-eyed stMu, who has pushed close to 
the Kr™t holding the necklace, a Parthian soldier, and a young lady with a baby on her 
w^ais. The y™ng lady has raised her forefinger as a warning that none deserves the gift better 

. The head of the Parthian has been damaged in the picture, thus the expression of his fee 

“sh’ ‘ '’’u “"“derable eagerness to possess the 

ornament. She is wearing a half-sleeved jacket of a material with floral dLgn. ThVParthian 

wears a conical cap, which is divided by longitudinal ribs into four facets 

In the middle “f F«ure at the tup there isa canopy, below which five monks are sitting 
They are apparently the holy men of the place who command the respect of the king They 

are J f “P «> t^mboo-pTlK, !he knots of which 

c visible. The triangular design of the fringe of the thsmiysm is also interesting, for such 

fringes me in use even to-day. Two ladies are serving meals m the holy perso^ag^ Ld 
a servant is bringing water in metal or earthen pitchers, which are hung b^ meZ rf^lingt 
rom the ends of a curved stick held on his back and shoulder. Another servant is distributing 

ood to four more ascetics, one of whom is blind. Such an assemblage of Wte and mendicanB 

on ceremonial occasions is a common sight in Indian cities even now. The servant wh^ 
dustrihuting food IS dres^d in a striped ik,r,. A. the right end of die scene, near the d«r! 

’ vi, 270-300, 1 p 
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b an amazon holding a sword in her right hand and a long curviUncar shield in her left. She 
has a strip of cloth as breast-band, otherwise the upper part of her body is nude. At the 
extreme right end of the picture is a doorw^ay in which a guard, who holds a long stick, 

is standing.^ 


A PALACE SCENE: NOT IDENTIFIED 

Piate LXVI 

Tht icene it pamted in Cave XHI, e/t the had wall ef the veranda^ abavt the tahidew. It tt repreduttd m teiver. 

T he story seems to be a continuation of the previous one represented in Pis. LXIV-LXV, 
for the figure of the guard painted above that holding the whip in the last two platw 
occurs twice in this plate (LXVI). On the basis of this connexion the scenes depicted in the 
present fresco may be identified with certain episodes of the VHyemtura J din Ha, for example 
the pathetic incident when the prince in an atmosphere of conjugal bliss discloses to his fair 
wife the new's of his banishment from the kingdom of his father, and enjoins her to retain ail 
the precious gifts which he has made her, and find another husband for herself, and * not pme 
alone This scene w ithout any stretch of the imagination can be made out in the right portion 
of the fresco, where a swarthy king is holding his fair consort in cl^ embrace. The expre^ion 
of the faces of both shows anxiety, and the prince b offering wine to his wife, apparently to 
soothe her feelings. She has languidly placed one of her arms for support on the body of the 
prince and stretched her left teg on the couch on which they are sitting. The (wsc of the 
princess is extremely graceful, exhibiting both imagination and skUful drawing. Like Cave 
XVI, this cave also has an inscription of the Vakataka king Harishena, carved 
wall near the left end of the veranda, and as the reign of thb king has been fixed by experts 
in the last quancr of the fifth century a.d.,^ the majority of the frescoes in this cave arc almost 
coeval with those in Caves I and XVI. In the work of this period Parthian or Scythian servants 
are frequently represented attending on kings, and in the present subject also a Pj^^hian 
wearing a conical cap, with a tuft at the top, and a green jacket may be noticed. She holds 
a flagon in her hands, and her pose indicates that she b ready to pour the drink into her master s 
cup. There is a pink-skinned dwarf at the foot of the couch looking up submissively at the 
prince and the princess. He holds a wide-mouthed vessel, apparently containing dessert. 
Another vessel of this shape is to be seen below' the couch, in front of the pnnee. Near the 
head of the couch a dark-skinned maid is squatting on the fioor. She also holds a vessel m 

her hands. It is round in shape, but has a conical ltd. , , > it 

To the right of the pavilion in which the prince and princess are seated there is a small open 


' Below this scene to the left of ihe sniall door, in the 
middle of the wall, is an Inscription painted in red. It 
consists of two lines. According to Dr. Chakravarti the 
writing is of the 5-6th century a.p. Appendix, p. 87. 


* Jstake, vi, 156-7. 

^ Cavt^TevtpU ImcripfUnt, p. 73 Bttddhht Cavt 

TtmpUt and tfutr Inifrlptiorti, A.S.W.I., voL iv, pp. 
ia8 ff., and Appendix, p. 87. 


L 


73 


AJANTA: EXPLANATORY TEXT 

court, [n which the green foliage of an areca-nut tree, a banana tree, and some other tropical 
plMts, ^sides adding an air of coolness to the environment, contrasts well with the orange 
and pink of tte walls and pillars of the building. The lower part of the fresco has perished 
at this place, but Ae heads of four figures can be made out, three of them being female and 
the toimh male. The latter is the royal guard, noticed in the previous subject {Plates LXIV 
and LXV) near the whi|^holder. Of the three ladles the one who is the tallest is also promt- 
tient by her fair complexion. She may be Phusatl, the mother of Vi^vantara, who was smitten 
with grief on hearing of the command of banishment and approached the chamber of her son 
Tk , TTr conversation between him and his wife Madri (in Pali, Maddl).' 

The left half of the fresco represents the court of the palace, with trees in front and at the 

pavilion, the princess 

(Madn.) IS seen proceeding toxvards the gate. She is attended by two maids and a guard, 
w o IS the same as noticed in the small court on the right of the palace. One of the maids 
IS holding an umbrella over the head of the princess, and the other looking w’oefuliy at her 
face. The princess herself appears to be distressed, and the face of the guard also expresses 
deep sorrow. A beggar is seen in front; he holds a crooked staff and a large bow-1 in his left 
and, while w-ith the right he is making a gesture apparently to importune his confrferes, who 
are all gods in disguise, to wait until his test of the generous nature of the princess is over. 

he features of the beggar and his crooked staff arc so characteristic that he might be taken for 
a mendicant such as is to be seen in Benares and Gaya e\-en to-day. 

car the gate is the raja (Visvantara?), a dark, stalwart figure attended by four maids, 
ne of whom, with a pinkish complexion, holds an umbrella over the head of her master To 
the European the shape of the umbrella may appear to be Chinese, but in some parts of India 
umbrellas of this type which are made of thin sticks and leaves of trees, are still used The 
colours of the eyes and the lips of this maid have faded, but those of the figure of her com¬ 
panion, standing to the left proper of the raja, are intact, and the expression of her face can 

looking with considerable amazement towards the raia. 

fe^r h"" mutilated: the heads and the 

feet have completely perished. But such parts as are intact show most graceful poses, the charm 

of w^ich IS further enhanced by close-fitting drapery. The artist clev-erinju^^^^ 

and frills of exquisite design to balance the scantiness of the raiment. The drJwing. although 

very firm, undulates from plane to plane to exhibit the beauty of bodily form pulSting whh 

A guard holding a long staff stands outside the doorway and is looking towards the interior 
of the palace, as if watching the exit of the prince and princess. ^ 

* yuata, Tj, 15S-9, 


74 


INDRA AND APSARASES 
Plates LXVn-LXVIII 


TAr luhjfti u w th^ h&zk tf/ thi Miranda H iht hfi ihi d^isr^ m XVll. It ii ffpr^dutid m tw^ 

tt^hur pltiUXs^ ripris^nirng thf tntirt $tmi &nd thf thi tw^ ^mkal ptayers lnd7-a*i tr&ypi ffn an tnlttrgtd 

I NDRA (Sakka) and his troupe of musicians are mentioned frequently in Buddhist legend, 
and in the present scene he is shown flying in the midst of clouds, as if to greet the Buddha 
at the time of his visit to the Tushita heaven after his Enlightenment, The lower part of the 
fresco has almost perished, but the upper part is w'cll preserved, and the colours are so fresh 
that one is struck with w'onder diat they should have withstood the sun and moist air, to which 
they have been continuously exposed for fifteen centuries. 

The figure of lndra‘ can be easily recognized by his fair complexion, noble features, mag¬ 
nificent crown, and rich jewellery. The strings of pearls w'om across his shoulder and breast 
are sw'ung backwards in order to suggest movement, w'hich is further indicated by the bent 
knees. There are clusters of white and blue clouds in the background to show that the god 
is flying in heaven. The delineation of the clouds, in the form of white patches with blue rims 
of varying thickness, alt hough conventional to a degree, fulfils the object of the artist admirably. 
Attached to his belt Indra has a dagger and a sword, which were perhaps features of the 
accoutrement of a king at that time (fifth century a.d,}. In his left hand he holds a flower, 
a convention which was observed even by the painters of the Mu gh al kings of India down to 
the eighteenth century a.d. 

To the left of Indra is a gandharva with coarse features, among which his shapeless blobby 
nose and small sunken eyes are especially comical. He is carrying a stringed musical instru¬ 
ment {ektara) on his shoulder.* The rapid flight of this figure has been emphasised by 
the ribbons and scarves which are show'n fluttering In the air behind him. Griffiths has given 
an admirable drawing of this figure,* 

On the right side of Indra are two celestial nymphs, one of a dark complexion and the 
other ruddy (LXVIII). Both of them have lovely features, and the artist has show-n much 
delight in decorating their hair and bodies with flowers and jew-ellery. The drawing of these 
figures proves that the artists of Ajanta w-ere fully able to depict their subjects in the round. 
The nymphs hold a cymbal in each of their hands. The instrument appears to have been 
a favourite one for marking time from a very early period. In representing the jewels, 
particularly the sapphires and pearls, the artist has used a thick medium so that they may be 
prominent in the picture. 

The love of the artist for variety of pose can be appreciated by the drawing of the different 
figures of this subject. The most striking among the group is perhaps the flute-player, w'ho 

' According to a lattr development of Buddhist teach- * This musical instrument is identical in form with 
ing Indra (SakkaJ is the ruler of the second heaven of that ^own in the Conception scene, painted on the right 
sensual pleasure. He is abo described as the lord of the wall of Cave XVI, Plate LXI {la'prji, p. 66). 

Tushita heaven. * Paattingt of Jjanta^ i, 17, fig. +7. 
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IS looking at the nymphs and has turned her back towards the onlooker. Her body is nude 
down to the waist* and the painter has exhibited his skill in showing all die grace of a short, 
slender figure. Her coilfure also deserves special notice, the mass of dark hair being arranged in 
a chignon which is artistically divided into four compartments by means of ribbons. Another 
artiste below Indra has her hair dressed in Egyptian style. Her complexion is very dark, and 
she has a tabla (circular drum) hung round her back. 

The figures painted in the Jow'cr part of this fresco, except for a few fragments, have com¬ 
pletely decayed. Below the drum-carrier was originally a peafowl perched on the ledge of 
a hill. The red plumes of its wings can still be traced. Farther down in the belts of conven¬ 
tional lulls the figures of two aborigines may also be made out. They have sunburnt red 
complexions, and one of them is male and the other female. The woman has high cheek-bones 
and small bright eyes. Her bust is over-developed, and she holds a tray of leaves containing 
offerings in her left hand. The male figure is armed with a bow. To the right of this pair 
there is a large blank on the rock-wall, and except for the traces of a large diadem and leaves 
of some trees nothing has remained. It appears that the figure of a Bodhisattva was painted 
at this place and that the crown of which traces are visible was worn by him. Above the 
crown of the ^hisattva the representations of two peafowl can be traced by their blue necks 
and reddish wtngs. To the left of the crown, on the top of a tree, the figure of a monkev 
may also be made out. ^ 

Higher up on the rock-wall the fresco is in a better state of preservation, and a pair of 
hnnaras amidst green hills and luxuriant foliage may be seen. The klnnuras according to 
Indian mythology are heavenly musicians, and they have busts of human beings and the tail 
feathers and claws of a bird. In the fresco they are playing on cymbals, and the female figure 
seems to be so overjoyed by the notes of music that she is almost dancing.* 

The ranges of green hills interspersed with forest belts, although conventional to a degree, 
arc pleasing to the eye and show a refined colour-sense when studied as an integral part of the 
general scheme of the picture. 'Hiere were some more figures at the right side of the fresco 
but owing to Its damaged condition only a pair of dwarfs can be traced now. One of them* 

a fair and the other a golden complexion; their features and poses have something comic 
about them. ® 
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THE MANUSHI BUDDHAS AND PAIRS OF YAKSHAS 

AND YAKSHINlS 

* 

Piates LXIX-LXX 

Tht figurts art f&mUd iibmjr tht do^rmaj in two ^rr^ngid &nt thr cthtr, Thej m'i refr^duad m c^hur^ 
and for th^ saki of drtail an entargemrr^ h alio given. 

I N the top row the seven Mdnusht Buddhois m^d Mai trey a are painted. Maitreya according 
to Buddhist legend will succeed Gautama. Beginning from the left sidc» the first five figures 
have dark complexions. They are clad in white robes, but the right arm in the case of the 
first and third figures is exposed. The first figure is shown in the dkarmacakra mudra or teach¬ 
ing attitude, the second in the dhySna or meditative, the third in the abhuya or assurance, 
and the fourth and fifth again in the meditative attitude. Owing to religious conventionalities 
the features of the first four Buddhas are almost uniform, and they have curled hair with a tuft, 
usknlshay on the crown of the head. The lobes of the ear are abnormally long, which future 
shoi^ another convention. The figure of the fifth Buddha is slightly slimmer,‘ but the ex¬ 
pression of the face is the same in the case of all, and shows internal calm and peace. The 
sixth Buddha has a reddish or golden complexion, but his robe is of a dark material. He is 
also represented in the meditative mood. The seventh Buddha, Gautama, is shown in the 
teaching attitude, and his complexion is reddish (golden ?} and his robes saffron coloured. The 
eighth figure, representing Maitreya, is shown wearing an elaborate crow'n on his head and 
other ornaments, such as car-rings, necklaces, armlets, and katSi (wristlets), on his body. These 
ornaments show that he has not yet attained to Buddhahood; but his capacity and inclination 
are indicated by his meditative mood and hermit-like dress. 

All the eight figures originally had trees over their heads, and although those above the 
first five figures from the left cannot be identified, the trees over the l^t three Buddhas are clear 
in the fresco, and they are the banyan over the head ot the sixth figure, theover the head 
of the seventh, and the asoka over the head of Maitreya. Below the seats of the Buddhas the 
artist has painted a creeper design in order to separate the subject from the lower one, which, in 
contrast to the austerity of the former, betrays a jovial spirit. 

The space on the lintel has been divided into eight panels, in which merry couples are show'n 
sipping wine, caressing, or talking In a loving manner. Their attitudes arc most graceful and 
the faces elocjuent of love. In the first four panels the male figuri^ arc swarthy and the female 
reddish or brunette. It has been observed elsewhere that Buddhism embraced in its folds people 
of all races and made no distinction of colour as was done by Aryan priests in earlier 

times. The pose of the male figure in the third panel is particularly striking (LXIX-LXX). 
It is as if in a love-squabble he has turned his face to one side, and his consort is looking 
at him appealingly and further to allay his displeasure is pressing his knee and feet with her 
beautiful hands. 

t The sculptures of the Buddhas in some caves at conventional type^ which appears to be somewhat heavy 
Ajanta and Ellora have itlim bodies and difFer froni the in propunioo. 
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The figure of the lady in the fourth panel U also admirably drawn. The modelling of her 
head and body is perfect, showing volume combined with grace. Her complexion is dark brown, 
but the features are very refined and the delicate fingers, which are almost trembling, indicate 
a sensitive nature. She is offering a cup of wine to her paramour, who is sitting in front of 
his lady-love in a careless but characteristically Indian style. The fifth panel represents a pair 
in dose embrace. The male figure in the sixth panel is damaged; but the pair represented in 
the seventh ^nel is in a good state of preservation, and the male figure is shown in an attitude 
ot case, leaning on a round pillow with legs stretched in front. He holds a flower in his right 
hand, which apparently he wants to present to his sweetheart, who is caressing his body lovingly. 
I he leatures of the lady in this panel arc very graceful. In the eighth panel the heads of the 
tv\o figures are shown touching one another, an affectionate 

There were $imUar piirs on ihc jambs of the door, but nearly all of them have perished 
now. On the d^r-frame was a jewellery design, fragments of which exist on the lintel and 

rt VI ‘■fpt'scnling jMifit,' standing on milaraj under mango trees 

(LXIX), show same grace of Imeand beauty of form as are displayed in the adjoining frescoes. 
It appeaia tto from the second century B.C. to the fifth century a.d., that is, during the entire 
period of the vigour of the Buddhist faith in India, the sister arts of painting and sculpture 
were inspired and governed by common ideals of religion and culture. 


APSARASES AND GANDHARPAS ADORING THE BUDDHA 

Plates LXXI-LXXII 

l^J^" "" ^ Ill'll. Th, 

'"T^HE fre^ is tnuch damaged, particularly the lower part where the figure of a Bodhisativa 
1 was painted. It is traced now by two fragments of the diadem, which the Bodhisattva 
»orc on his head. But those figures which remain intact exhibit art of a high order both in 

LTi^el^d d “'"'n ® fro- ‘l>e left side, there arf plies of blue and 

L■huhhv X^^“"‘^ TV n' k’ efterMct U visible. They are two 

manned ^ ,h “ ‘*f ‘ a “7" “ "'’‘kingprMlme (obeisance) in a gracefiil 

mannw. The <>tlw k of » <farker complexion, and has kept behind her companion, on whose 

ornnr^V, 1 ’’ kcT 

'"T "f’’ ^ »'""■g- Th= 

and she also h k®"j •*''“"'"-y-oery rich, being adorned with pearls and flowers, 
and she also has an abundance of ornaments on her body, comprising the wheel-pattem large 

ear-rings, several neck-yewels. armlets, bangles, and eight strings of pearls round her waftt I! 

‘"at'7 FOO'i"«n>. *e artis hsTdrawn 

and fin^hed them with great care. The features of these show the ton of re^a 
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• They may be identified with the river goddesses, YamunJ and Ganpl. 


PLATES LXXI-LXXII 

races^ aborigines, Scythians, Parthians, and Aryan, who under the Influence of Buddhism met 
freely on an equal footing and intermarried extensively. 

In front of the apsarases, towards the left, is a mutilated figure representing a young boy 
flying in the air. The flight is indicated by the ribbons of his collar, which arc 
floating backwards horizontally like the flag on a lance. The head of the figure is broken, 
but the back shows a firm outline and also some shading to suggest the idea of volume. 

Below the gandkarva the head of a hermit with matted hair may be noticed. He is of jet- 
black complexion, but the colour of his hair is yellowish. The hair of yo^s in India gets this 
colour cither through continued exposure to the sun or by their rubbing their hair with ashes. 
Below the figure of the hermit the torsos of some other figures can also be traced, and the group 
may represent the monks who w'cre initiated into the Doctrine by the Buddha immediately 
after his Enlightenment. 

At the back of this group are bands of conventional hills, in the midst of which the figure 
of a peafow'l perched on a ledge may be seen. Farther to the right was the figure of the 
Bodhisattva, which, as stated above, has completely perished, but the hills and the trees of the 
background show some lovely shades of green. Ferns are noticed sprouting from the crevices 
of the hills, while towards the left is an ahka tree, the leaves of which apparently through the 
effect of autumn have turned pale. The choice and blending of colours exhibit a refined taste. 

On the right of the green hills there are four opsarasfSy w'hose heads touch the blue clouds. 
These figures also are a masterpiece of the drawing and decorative skill of the artist. The 
apsaras {gandharva ?) in the front, towards the left, has a turban-like headgear richly adorned 
w'ith strings of pearls and flowers. The features of this figure can be better studied in the 
enlargement (LXXH). The sharp nose with wcll-cur\’ed nostrils is distinctly Aryan. The eyes 
are meditative, conventional to a degree, and show* affinity to Chinese art. The thin long-draw'n 
eyebrows may remind the modem girl that her sisters in olden times also had a similar fancy 
regarding the beauty of the eyebrows. 

The face has a uniform reddish tint, but the dark outline along the right half of the head 
and below the chin has made it look almost in relief. The dark background behind the neck 
and shoulders serves a similar purpose and has produced the effect of volume in the drawing. 

The apsaras holds cymbals in her hands, and the artist will admire the beauty of the well-set 
nails and shapely fingers. The painter’s love of decorative detail can also be appreciated from 
the design of the jcw'cUery, in w*hich sapphires and pearls arc prominent. 7 'he smaller strings 
of pearls in the necklace are inclined on one side to suggest movement. 

Below this figure is another which has been damaged considerably, but the pose of the figure 
can be easily traced, and it shows that the apsaras is almost floating in the air. In the middle 
of the group is a dark red figure with a sturdy body. It is a yakshim or an amazon. I'hc 
artist’s object in drawing this burly figure was apparently to bring into prominence by contrast 
the graceful forms of the tw'o apsarases^ one on either side of it. Behind the figure with 
heavy limbs there is a dark figure whose hair is adorned with pearls and flowers and the swarthy 
body brightened by dazzling jewellery and white silk scarves and trail. Below* the apsarases 
may be noticed a pair of peafowls, whose orange plumes and blue necks please the eye. 
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The felicity of expression, the grace of form, and the richness of colouring shown in this 
fresco indicate the high-water mark to w'hich the art of Ajanta rose in the fifth century a»d. 
Notwithstanding the obvious religious conventions, the painter's mind has a joyful outlook 
upon the world’s beautiful aspects, and moreover he perceives a kind of spiritual relation be¬ 
tween the different forms of life, high or low. 


THE STORY OF THE FURIOUS ELEPHANT NALAGIRI 

Plates LXXIII-LXXIV 

Thi i/orjf h faintfd ah^ft fht xt^indm^t in iht right fl/ tkt mamdnm^ ^n the bmk wai/ ef the veranda sf Cave XFIL 
The^rst itene^ sh^arng the falaee reyal tfah/esj k repr^dkeed in m^nathrante (LXXIH]^ and the next scene^ repre¬ 
senting the Baddha in the street^ In cchnr (LXXlf^). 

I N the Vinaya Pitaka the story is given in considerable detail, and the main incidents of it agree 
with those delineated in this fresco.* Beginning from the left side of Plate LXXIII, there 
is a palace w'hich has two stories. In the upper story a king is sitting with a monk on an 
elaborately carved throne. The king has been identified with Ajata^atru, and the person dressed 
like a monk with Devadatta. The latter is suggesting certain plans to the Idng and has raised 
two fingers of h!s right hand to enforce his argument, a gesture stiJl common in India. The 
king, who is a short corpulent figure, has made another characteristic Indian gesture with his 
right hand indicating uncertainty. The head of I>cvadatta is damaged in the fresco, but that of 
the king is comparatively better preserved, and the features represent a mixed racial type: the 
nose k sharp, the mouth narrow but with thick lips, and the eyes almond-shaped and fairly large. 
In the jewellery pearl-strings are prominent; they may be noticed in the ear-rings also. Be¬ 
hind the king’s throne there are three ladies. The hair of these ladies has been dressed and 
decorated in different styles. The lady in the middle is of short stature, and she is wearing 
a jacket with full sleeves. To the left of the throne is a maid w-ho is looking at the king with 
considerable astonishmentp 

Below the royal apartnient& in the upper story there are two rooms on the ground floor in 
which the inmates of the palace are shown in pairs* In the apartment to the left of the door 


^ A summary of the story based on Rhys Davids and 
Oldcfibcrg’s trandaiion is given here: 

Devadatta^, the envious and wklced cousin of Gautama, 
pf}55esscd certain influeiice over Ajitaiatru, the king of 
Rijagnha. With the help of the latter De\*adatta made 
several attempts to kill the Buddha, but they all proved 
unsuccessful In one of these attempts he asked the 
elephant-keepers of the royal stables to let loose (he 
furious elephant Nll^in when ihe Buddha passed with 
his disciples through the streets of BJjag^ha. As Deva- 
dafta held out promises of high promotion in their ranks, 
the elephant-keepers agreed to unchain NsJagiri at the 

8o 


time of the Buddha^'s visit. On the follnwtng day when 
the Master entered the city, his disciples noticed the 
^^^Tious elephant rushing towards them, and being seized 
with fright they entreated the Buddha to quit the chy. 
The Great Beingj however, retained his calm, and when 
Nalagiri, after Imving caused great panic tn the street, 
approached him, he exercised such an inRuence on the 
animal that instead of doing any harm it prostrated itself 
before the Masteff The latter stroked its head kindly 
and admonished it to behave in siicH a manner as to 
attain eternal bliss. Finaya Texis^ Sacred B&eh fl/ the 
Eastj vol, XX, pp. 247-50* 


PLATES LXXIir-LXXIV 

a young noble, prince or minister, is talking to a princess. The gesture, a loop made by his 
thumb and forefinger, suggests that his mind is in a puaaled state. The lady who is listening 
to the talk of the chieftain has an expression of anxiety on her face, which is confirmed by the 
way In which she has placed the forefinger of her left hand on her chin. The drawing of these 
two figures shows imagination as well as highly developed technical skill. The headgear of 
the lady is similar to that of the Hying figure in the previous subject (Plate LXXII). In the 
other apartment, on the left, two ladies may be noticed talking togetber. Their faces bear an 
expression of sorrow, apparently due to their having heard of the plan which Devadatta has 
suggested to the king for murdering the Buddha. The curls of the hair of the lady standing 
close to the pillar are very cfFecttve. 

From the doorway of tlie palace a hkikshu is passing to the outer court, in the upper part 
of which are the royal stables. The head of the hhiksku is damaged; but the way in which 
his right hand is stretched out is very characteristic, and he bolds somctliing in his palm. In 
the low'cr part of the court arc some figures, representing apparently the royal guards and the 
keepers of the stables. As the fresco is badly damaged at this place, only the torsos of these 
figures can be traced. They arc looking tow'ards the stables, and their backs only are visible. 
One of them is armed with a short curved sword; another has a large cuiy'ilinear shield with 
a check-pattern on its ftce. From the openings of the stables the heads of three horses may 
be seen, .'^t the extreme left end the head of an elephant may also be made out. The left ear, 
the tw'o eyes, and portions of the forehead and trunk arc intact, but the rest of the drawing 
has completely perished. At the right end of the court the outer gate of the palace is seen. It has 
massive doors of timber, and is further strengthened by cross-bands of iron. Doors of this type 
are still in vogue in India. 

Passing on to Plate LXXIV and starting from the top left comer, we notice that the outer 
gate of the palace opens on a street w'hich has a row of shops on one side. The shops have 
avmlngs of cloth or bamboo matting in front of them, such as arc seen in the basKU^ of India to¬ 
day for protection against sun and rain. They are fixed to the wall above the openings of the 
shops by nails w'ith square heads. The outer ends of the aw'nings are supported on wooden poles, 
W'hich are kept at various angles according to the exigencies of weather, .^bove the shops is 
a row of balconies, behind which arc apparently the dwelling apartments, occupied by shop¬ 
keepers or other people of the city. The awning of the first shop w'as probably dislodged by 
the furious elephant, which is seen in front of it. The shopkeeper is setting the awning in 
position. To tlie right of the shopkeeper another man is looking at the elephant w'ith an ex¬ 
pression of fright on his face. Behind the elephant is a dark person riding on a grey horse, w'ho 
has raised his arm by w-ay of alarm. The horse has a complete head-stall like that used at 
the present time. In front of this rider there was another with a brown complexion whose bust 
and the hand in w'htch he holds the reins are quite clear. Behind the elephant, on the opposite 
side of the street, there is another rider with long dishevelled hair w'ho has also raised his hand 
to warn the people. The neck and head of hb horse are visible, and they show that the animal is 
of a bay colour. Behind the latter rider there is another wearing a peaked cap of Persian 
design. Only the grey neck of his horse is visible, the head being concealed by anotlier subject 
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painted in the lower part of the fresco. The elephant has caused considerable havoc in the 
street, for a inan is held up between his tusks and the neck of a grey horse is encircled by the 
lower part of his trunk. The horse seems to be in a state of great agony, for it has opened 
its mouth and exposed the teeth as if to cry. The elephant is of gigantic size, and the painter, 
further to show that he belongs to the royal stables, has decorated him with pearl ornaments, 
placing them round his trunk, forehead, and neck. Among other adornments are bunches of 
yak s hair attached to his ears and ribbons and flags tied round his body. The animal is of 
a light grey colour. 

The panic caused by the letting loose of the elephant can be judged by a running figure 
whose legs are visible on the shops-side of the street. The gestures of the ladies watching the 
scene from the first two balconies from the left also express anxiety and concern. Of the tw^o 
ladies in the first balcony, the fair one has placed her hand on her breast, and the other, who 
is of a dark complexion, has turned the fingers of her hands emotionally on one side to express 
feelings of unceaainty regarding the safety of the life of the Buddha. In the second balcony also 
are two ladies, and the fair one has placed her hand on her head, another characteristic gesture 
indicating dismay. In this balcony the other lady Is in a pensive mood, as is shown by the 
manner in which her chin rests on her hand, and also by the gesture of her right hand. 

A little farther on. In the same street, the elephant is seen again. He has prostrated himself 
before the Buddha, w'ho is stroking the head of the animal with feelings of love. This agrees 
with the vereion given in the Vinaya Texts^ Close to the Buddha, on his right, is a monk 
who is looking at the h'laster with surprise. He may be identified with Sariputta, for his name 
is mentioned in the Vinaya T^xts w'here the various evil plans of Devadatta to murder the 
Buddha and to establish himself in the Master’s place are described.* Tlie Buddha is shown 
standing on a lotus, and he as w'ell as Sariputta hold begging-bow'ls in their left hands, which 
shows that they had entered the city to collect alms. Behind the Buddha are two men, whose 
positions in the fresco indicate that at first through fright they ran aw'ay from the street, but 
on seeing that the furious elephant has placed his head and rolled trunk at the feet of the Great 
Being they turn their necks and took at the Master w-ith surprise. The inmates of the shops 
also have been impressed by the miracle, and they are adoring the Buddha. They have joined 
their hands and stretched them towards the Buddha in the usual Indian style. The pose of the 
figure nearest the Buddha is the most devotional; his head and back are bent in the act of 
worship. The smartly dressed ladies watching the scene from the balconies hold flowers and 
garlands in their hands to shower them on the elephant and on the Buddha. 

The heads of some figures may be traced behind the elephant and also on the other side of 
the street facing the shops. In drawing the figures of the ladies sitting in the balconies, the 
artist has exhibited both imagination and technical skill, but the composition of the entire 
subject w'ould appeal more to a lover of the legend than to the lover of art, for the two large 
representations of the elephant have covered almost the entire space, and the figures of the 
Buddha and his chief disciple show little spontaneity or freedom of expression, qualities which 
are essentia] to art of a high class. 

’ Batrtd of tht Estt^ X 3 C, 149. > pp. ff. 
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In the lower part of the fresco another subject was painted^ a portion of w'hich, to the left 
of the window In the veranda, can be made out. It represents a building with a pillared hall 
in front and a walled apartment behind, the door of which opens on the hall. Above the pillars 
is a sloping cMaJja, and higher up a triangular ornamental frieze, which in the middle has 
pillars and an opening in the style of the w'indow of the cAattya cave i o (Visvakarma) at Ellora. 
In the sides of the frieze figures of geese wdth ornamented tails may be seen, while above the 
window is draw'n the head of a tiger or lion which is more ornamental than realistic. 

In the hall a lady of high position is shown leaning on a bolster. There is another lady 
sitting quite close to her. Two maids can be made out behind the bolster and tv.'0 more 
in front, who are standing near the pillars. A male figure is show'n in the doorw'ay leading to 
the inner apartment. He may be a servant. There was another figure, probably representbg a 
maid, whose bust is broken, but the low'er part of the body can be traced. The drawing has 
become very faint, and it is difficult to identify the subject or to study its artistic merits, except 
for the coiffures of the ladies, which exhibit considerable decorative skill. 





APPENDIX 


A NOTE ON THE PAINTED INSCRIPTIONS IN CAVES VI-XVII 


By Dr. N. P, CHAKRAVARTl 


I N the subjoined note the painted inscriptions' in Caves VI-XVII at Ajanta have been 
included.^ Such records arc now found only in Caves VI, IX, X, XVI, and XVIL In the 
last-mentioned cave only the inscriptions in the veranda have been included in this Part, 
Many of these records in Caves IX, X, XVI, and XVII have already been read by Pandit 
Bhagwanlal Indraji and published by Burgess in Archatdt^gkal aj Wtstern India^ 

Memoir No, to, Inscripnoni Jrom the Cave^TempIet oj Western India w'ith Descriptive Notes, 
&c,, i8Bi, pp. 82-7, and illustrated uvith plates. The inscriptions in Caves IX, X, and XVI 
were again published by Burgess (revised by Biihler) in the Archaeological Survey oj IVextern 
India Vol. IV [Reports on the Buddhist Cave-Temples and their Inscriptions, being part of the 
results of the fourth, fifth, and sixth season’s operations of the Archaeological Survey of W(stem 
India, 1876—7, i B77—8, 1878—9) i^ued in i88g as supplementary to the volume on The Cave- 
Temples oj India. The inscriptions have further decayed since Indraji deciphered them, and 
while a few have altogether disappeared, owing to the pillars on which they were originally 
found being broken and lost in some cases, or the plaster on the wall on which they were 
written having given way, a few new' ones have come to light. All these details have been 
noticed in connexion with the study of each individual inscription, and only a brief synopsis 
of the contents of these records is given below. 

Cave (PI. Iff). This cave contains only one votive Inscription, recording the gift of the 
Sakya monk Taranakirttana (?). 

CffW/X (Pis, I^-r and Ilff-e), Altogether twelve inscriptions have been noticed in this 
chatty a cave, including No. 10 below, which is now missing. All are votive inscriptions, 
eight of which are fragmenta^ and have not preserved the names of the donors. The donors 
of the remaining four arc the ^kya monk Sanghapriya (No. 1 1), the lay worshipper Jasadeva 
(Yasodeva) (No. 2), the Sakya monk bhadanta Bhadrasena (No. 7), and bhadanta Dharmasena 
(No. 12). 

Cave X (Pis. Ill-VI), This is a chaitya cave which contains the largest number of painted 


‘ Strictly spraktng these should be called painted records 
and labels and not inscriptions, as the characters in these 
are not incised. I have, however, preferred to use the 
term ‘inscription’m the loose sense of ‘writing’, as has 
been done by all the scholars who have dealt with these 
records previously. 

‘ Painted inscriptions in Cave 11 have been dealt with 
by Mr. John Allan in the Appendix of Ajanta, Text, 
Pt. 11 , pp. 57 I may, however, take this opportu¬ 


nity of pointing out that in No. i i of Allan’s insetiption 
the second line correctly reads Budka[tldha~)tafuiJram, 
or ‘thousand Buddhas’. Apparently the Buddhist lay 
worshipper whose name is lost in the record wanted to 
donate the figures of one thousand Buddhas. Cave f I at 
Ajanta reminds one of the ‘Cave of the Thousand 
Buddhas’ at Tun-Huang in Central Asia, and this also 
should perhaps be properly named the ‘Cave 0/ the 
Thousand Buddhas’. 
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inscriptions. Twenty-one such records have been noticed in this cave, including the four which 
cannot be traced at present. Of these inscriptions No. i (PI. Ill) is the earliest, being almost 
contemporaneous with the inscription of Vasithlputa Kat^adi, a record of whose gift of the 
lagade is found engraved on the facade of this cave. Of the remaining twenty, all of which 
are votive records, seven are fragmentary and twelve contain the names of the following donors: 
acharya Sachiva (No. z), ^^ya monk bhadanta Satitghagupta (No. 4), Sikya monk acharya 
bhadanta Buddhasena (No. 5), bhadanta Buddhasoma (?) (No. 6), Sakya monk Buddha[so^]ma 
(No. 7), ^akya monk bhadanta Ke^va (No. 8), Sakya monk Buddhinaga (No. 9), Sakya 
monk bhadanta Di^dhadharma (No. ii), S^ya monk bhadanta Dronavarmman (No, iz), 
bhadanta Sudatta (Nos. 18—j 9), and bhadanta Sllabhadra (No. zi). It is not certain whether 
No. 14, which records the donation of a figure of Vipasvin, the nineteenth of the twenty-four 
Buddhas, contains the name of the donor or of his office. 

Cave XVI (Pis. VII-VIII), There are altogether three donatory inscriptions in this cave, 
the donors being the §akya monk bhadanta Dharmadatta (Nos, i -2) and the Sakya monk 
bhadanta Bapuka (No. 3), 

On the back wall of the veranda to the right of the entrance, where scenes from the Vi^- 
vantara Jataka are painted, are found the names of the principal characters in the Jataka story 
painted under the respective figures (Pi, VIII r—e). It may be mentioned in this connexion 
that the Pali version calls the prince Vessantara and Aryasura Visvantara, while the name 
Vaisvantara ts given to him in these frescoes. 

C<rw XFII (PI. IX). There arc no votive inscriptions found in this cave, but there arc a few' 
labels illustrating the figure of the Yaksha Manibhadra and a scene from the 5 ibi Jataka. 

In conclusion, I would like to say a few words on the age of the caves themselves and that 
of the painted records found therein, as far as it can be judged from palaeographic evidence 
only. As regards the caves themselves, Fergusson and Burgess have classified them according 
to three distinct divisions. .According to these scholars, w'hose opinion has gained acceptance, 
the chattya Oaves IX and X and the XII and XIII are the earliest and must have been 

excavated before the commencement of the Christian era. They place Cave XI at a date later 
than Cave X and Caves VI-VIII at an even later period, ranging in date from the fifth to the 
end of the sixth century a.d.' The palacographical evidence, wherever any is available, also 
points to almost the same conclusion. The two earliest inscriptions in BrShmi characters are 
found in Caves X and XII. The epigraph in Cave X is engraved on the left side of the facade 
and records the ‘gift of the facade by Vasithlputa Katahadi*, and that in Cave XII is found 
on the back wall of Cave XII and records the ' gift of a shrine {tkanaka) with inner chambers 
{uvavaraka^ ovaraka, Skt. apavaraka) and an abode (for monks) {iipa[faya*], Pali apa- 
ssaya) by the merchant Ghana mad ad a , Burgess and Fergusson are of opinion that of the two 
chattya caves IX 1$ earlier than X, and the tw'o vihSras are perhaps again earlier than the tw'o 
chaitya ca^'es, as in the opinion of these scholars a vihara, i.e. a residence for monks, should 
precede the construction of a chaitya.^ While no palaeographic evidence is forthcoming in 

' Rcgirding (he date of Cave XI see Mr, Yaxdani’s * Regarding the dates of Caves IX and X see Mr, 
opinion expressed on p. 4. Yazdani’s remarks on pp. 2-3. Both on palaeographic 
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finding the relative antiquity of the two chatty a caves and the two ••iithdras^ the inscription In 
Cave XII is decidedly of a later date than that of Cave X. Moreover* the inscription In 
Cave X records the gift only of the facade* w'hich therefore presupposes the existence of the 
chaitya^ while the record in Cave XII seems to indicate that the ‘c'lhSra^ as It stood at the time 
of the inscription, was the gift of the merchant Ghanamadada, It can therefore be stated with 
sufiicient certainty that the chakya Cave X Is of an earlier date than Cave XII. 

The other caves where inscriptions are found Incised are Caves XVI, XVII, XX, XXVI, 
and XXVII. We know from a fragmentary inscription in Cave XVI that this cave was 
excavated by order of Varahadeva, minister of the Vakataka king Harishena. Varahadeva 
dedicated this cave dwelling,‘adorned w'ith window's, doors, row's of beautiful pictures, ledges, 
statues of celestial nymphs, and the like, and supported by beautiful pillars, and with a temple 
of Buddha inside’,* to the Buddhist Samgha in remembrance of his father Hastibhoja and his 
mother, whose name is not mentioned in the record. Varahadeva w'as a devout Buddhist and 
w'as responsible also for the excavation of the Ghatotkacha cave eleven miles to the west of 
Ajanta, as is know'n from an in script ton on the left end of the back wall of that cave. Both the 
records of Varahadeva arc undated, but, as Professor Nliiashi has show'n, Harishena, the last 
known ruler of the Vatsagulma branch of the Vakatakas, should be assigned a period betw'cen 
A.D. 4-75*-500,* and therefore the excavation of Cave XVI must have been completed about the 
end of the fifth century a.d., to which period Fergusson and Burgess also assign this cave 
from the style of architecture. There is also no doubt that Cave XVII must be placed in the 
same period, as a fragmentary inscription on the side wall of the veranda in this cave men¬ 
tions the same Vakataka ruler Harishena as the ruling prince in line z i. According to this record 
this cave seems to have been dedicated by Achitya, the minister of a feudatory of the Vakatakas. 
Unfortunately the name of the feudatory ruler is not preserved, though the names of his an¬ 
cestors and also of his younger brother are given In the record. The donor is stated to have 
built this gem of a temple of solid stone containing inside a chaitya of the Buddha (nAsei/- 
tantar-muTtiraja-chattyarntekdlmakam nmndaparatnam^taf). He also built a large reservoir^ 
and, on the other side of it, towards the west, a gandhakufi (w, 24-7), Burgess points out 
that there is no gandhakuti immediately to the west, though there are sculptures of the Buddha 
on the lower parts of the walls of the court.^ 

Turning to the painted inscriptions in these caves, we find that so little of these is now 
left that it is difficult to come to a very definite conclusion regarding their age. From what 
is left of tlidm and from the evidence of other engraved records found in these caves which 
have been noticed above, w'e shall not be far from the mark if we place most of these painted 
records, and therefore the paintings on which they arc found, m the fifth and sixth centuries 
A.D., with the exception of a few in Caves IX and X. In the latter cave there is a painted 

and archUcctiiral evidence he considers Cave X to be the Here I have followed Miraahi in the intciTjrctation of 

earlier of the two. He has placed Cave X in the second 

centuiy S.C., while Cave IX in his opinion ‘cannot be * fWrf,, p. 9, 

earlier than the first century i,c.’ ^ Burgess identifies this reservoir with the cistern below 

' Sec Mirashi, yakOtaia Imtriftlen in Cave XFt at Cave XVIII, see A.SJP'.L^ vol. iv, p. 54. 

Ajanta (HtiltrahaJ ArtfJ. Strirt^ No. 14), p. I a, v. 24, ‘ ihid.^ p. 54. 
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inscription (No. i), of which unfortunately only a few' letters now remain. They, however, 
show that the record is to be dated at an earlier period, probably about the middle of the 
second century' h.c., as the script seems to be of a time only slightly later than that of the 
inscription of Ka^ahadi, which on palaeographic grounds should be ascribed to the beginning 
of the second century b,c.’ The painting on w'hich this inscription is found seems undoubtedly 
to be coeval w'ith the inscription and should therefore also belong to the second century b.c. 
If this dating is correct, the art of mural painting must have been very w'ell developed in 
the Deccan long before the commencement of the Christian era, 

THE PAINTED INSCRIPTIONS 
CA\^ VI 

There is now only one inscription found in thiscave (PI. I tf). It Is found in the left corridor to the 
right of the first cell-door (upper floor). The record, w'hich is in three lines and partly effaced, reads: 

T Deyadharminoifyaih Sakyabhi[ksh*]o-taratjakirtt. 

2 sya yad^atra puijfyjath-[tu]* sar[v]va - satvSnS- 

3 mifainuttara - jfiSn - a] - - - * 

‘This is the meritorious gift of the Sikya monk Tarajt]ia-kfrttatia (?). Whatever merit Is there, 
let that be for attainment of supreme knowledge by all sentient beings/ 

Line i. There seem to be traces of a syllable after ksho which I cannot definitely restore. 
Probably we have to restore the name as TaranakJrttana. 

Line 2 . Restore ladshhavatu. 

Line 3. Restore jnan-ihiMptaye. 

This inscription has not been noticed by Burgess. It is written below a figure w-hich Is badly 
damaged. To the left of the record there is the figure of a man with the right knee bent and 
holding something in his left hand, with right hand raised. Probably this is meant to be the 
figure of the monk who dedicated the painting. 

CAVE IX 

There arc altogether eleven painted inscriptions extant In this cave, the twelfth one noticed 
below being now' missing. 

I. This inscription (PI, U) is found on the front w^ll of the cave (interior) near the door, 
close to the head of the Buddha (according to Burgess the figure of a bhikshu). The record has 
suffered much since it was noticed by Burgess."* Only traces of four lines now remain which read: 

1 [Deyadharmmo*]#yam fiak[yabh*]i[ksh]o - 

2 [Sf!St}Aghappr[i*J [yasya] 

3 mSta 

4 ------ 

^Thi^ is the meritorious gift of the Sakp monk Sanghapriya/ 

Cf. Mr. Yizdani s remarks^ P- f-n- x* ® TTmcfs of th^e two Icttcis art? visible on the plate 

* Discrtpfkjt p. Elj No, 9, and pi. j gfvrn by 

jt. S. tf voL iv, p. 138, No^ X, and pL LIX, No* i, * Traces of three letters arc visible on Burgesses plate. 
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2. On the pillar of the aisle on the left side, under the figure of a standing Buddha 
(PI. If). Inscription in two lines.’ 

1 Deyadharmmof[yaiii]* [upasajfca-jasa[dc]- 

2 vasya 

‘This is the meritorious gift of the lay worshipper, Jasadcva (Yalodcva)' 

3. On thesame pillar over the canopy of the Buddha. Notread by Burgess(Pl, II a)/ One line, 

[De]yadharm[mJotfyaih Sakyabhijkshoribhadariito-sya, 

‘This is the meritorious gift of the Sskya monk, reverend-' 

4. On the same pillar in the petals of a lotus below the figure of a standing Buddha. Not 
read by Burgess.'* 

Deyadhar[mm*]oi!iyaih iikyabhiksho- 

The inscription is In white paint and can be clearly read on the plltar, though on the photograph 
it is very faint. 

5. On the fourth pillar on the left side (PI, 11 ^). Two lines. Not read by Burgess,® 

1 Deyaddha(dha)nninOjsyam ^kyabhiksho bhadamta-{achtrya?] 

2 [se]nasya^ 

‘This is the meritorious gift of the Sskya monk, reverend teacher--sera* 

6. On the eighth pillar on the left side, on an umbrella (PI. 11 r). Two lines. Not read by 
Burgess.'^ 

1 Deyadharmm[o]#yam ^Ikya - - [a]chSrya*-bhadarata-* [yajd^atra pui^yath tta(ta)- 

2 [dsbha*]vatu m[ 5 t 5 *] -pitro-- 

7. On the ninth pUlar on the left side (PI. Hi/), below the figure of a Buddha,’" One line. 
Deyadharmm[o]iyaih iSkyabhi[ksho bhadathta"-Bhadra][senasya*]’* 

‘This is the meritorious gift of the ^kya monk, reverend Bhadrasena’ 

8. On the back wall of the cave under a painted cAaiiyaJ^ One line. Characters bigger in 
size than is usual in this cave. Fragmentary (Pi. lie), 

[D*]cyaddha(dha)rm[m]os[yam]'‘ [bha - - sya m.]‘* 


' Burgess, Dtttriptitit Nottt^ p. 83, No. 10, and pL •, 
vol. iv, p. 136, p. a, and pi. LIX, No. 1. 

* This pliable has been supplied. The whole record 
is quite clear in Burgess’s plate. 

’ See Dticripiivt Netity p. 83, last pan. of No. lO. 

* See ihid. The third fragment noticed by Burgess ts 
ROW missing. 

* See ibid.^ p. 83, No. 11, para. 3, No. n of Buigess 
is now missing. 

* Probably we have to restore as Dham»- or Bhadra- 

senasya •, sec f., vol. iv. Nos. 3 and 5. 

’ ^ Dtitripiivt p. 83, No. i r, para. 4, Bur¬ 
gess notes another mutilated inscription on the third 
sanding pillar which is now missing. 

* Restore as iSiyabkiktharrSchJhjaf 


^ Only the first syllable of the name is ^rtly visible. 
Dacriptivt iVrfrr, p. 83, No, 13, and pi.; A.S,U^, /., 
vol. iv, p. 137, No. 5, and pi. L-Xl, No. 5. 

” This record is much dearer in Burgess's plate. 
Burgess and Indraji read bhikifm^bhadsnia^ but there b 
no rtpha si^ visible on hht. 

u is clear on Burgess’s plate but now cfiaccd. 

** Dtttript'mt iVitfw, p. 83, No. 12 and pi. j jt. iF. /., 
vol. tv, p. T37, No. 4 and pL LXl, No. 4. “ Supplied. 

Taken from Burgess’s plate; now mb^ng, except a 
portion of the first syllable. Probably to be restored as 
hhadamiaijtt. According to Burgess the language b Pili, 
but it is only incorrect Sanskrit. The Dttiriptivt iVar« 
mention two other fragments on this same wall which 
are now missing. 
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9. On the first pillar at the back, close to the ninth pillar on the right side. Fragmentary; 
only a few letters remain. 

to. On the ninth pillar, right side, below the figure of a standing Buddha. Illegible. 

11. On the third pillar, right side. Not noticed by Burgess. One line; fragment. 

D[e*}[jra]dharmo«yaih ^akyabhi[ksh]o- 

12. Burgess notices an inscription on a jamb attached to the first pillar, under the throne of 
a seated figure of the Buddha.’ This pillar is now broken and lost and the Inscription missing. 
The plate as given by Burgess is quite clear; according to it the reading is: 

Dcyadharmo#jraiti bhada(dam)ta*- [Dha]rmasena[sya], 

‘This is the meritorious gift of the reverend Dharmasena.' 

According to Burgess the script of this inscription is somewhat earlier than Nos. i and 2 above. 

CAVE X 

I. On the left wall opposite the third column {Pi. Ill), This inscription is the most impor¬ 
tant of all the painted records found at present in the caves at Ajanta in that it is decidedly 
the earliest. Unfortunately it badly damaged when Burgess noticed it for the first time In 
1881, and it has suffered firrther since that date, Burgess’s plate shows that even then the upper 
portions of most of the letters were destroyed, making the reading and interpretation uncertain. 
The later inscriptions at Ajanta are painted either in black or white, but this particular inscription 
is painted in dark brown. The script of this record is slightly later than that of the inscription 
of Vasithlputa Katahadi which is engraved on the left side of the arch of this same chaltya cave. 
This is also the only painted inscription of which the language is decidedly Prakrit. As the 
inscription is found written on the painting itself it is certain that thb portion of the painting 
in this cave at Ajanta must also belong to the time of the inscription. What remains of this 
record now may be read as: 

[Bha]ga[va]sa yat. puvadeva[sa} 

Though the first and third letters from the beginning are not quite clear now, the reading 
Bhagavasa is quite certain from Burgess’s plate. The ya after sa is quite legible and it docs 
not appear to have contained any vow'cl-mark on the top. The next letter is certainly /, but 
the vowel mStra it might have had originally has now' disappeared altogether. After this the 
reading oipuvadlel^ua is almost certain, though the e mStrH of is now- missing. The fragmentary 
letter after va seems to be the remains of a rtr, though it is not quite clear on Burgess’s plate. 
All the letters after this are now illegible on the wall, hut a few more of them can be read from 
Burgess’s plate. One or two letters, however, seem to be missing after and the first letter 

visible after devasa may be fragments of a /d, w hich appears to be followed by na, which Indraji 
has read as ya. One or two letters may again be missing after this, but the next extant letter 
may be it. The next five letters arc quite clear and may be read as patisa yasa. The nest of 

* Dtstriplht p. 83, No. 11 and pL j 4 , S, tV. vol. i v, No. 3 and pi LI X, No, 3. 
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THE PAINTED INSCRIPTIONS IN CAVES Vt-XVIT 
the inscription is missing in Burgesses plate. Thus the inscription may have to be restored as 
follows: 

Bhagavasa yat. puvadevasa - ~ t.n. ti patisa yasa- 

Undoubtedly the inscription refers to the Lord Buddha, though the sense is not quite clear. In 
Pali puvadeva means * a god of old * and when used in the plural number usually refers to * the 
Asuras One thing, however, is clear, and this is that this was not a votive record but served 
as an explanatory note of the scene represented in the painting, which may have been from the 
life of the Buddha. 

The script, as far as can be made out from the few extant letters, show's a similarity with that 
found in the Bharaut inscriptions, and may be assigned approximately to the same period as the 
Bharaut inscriptions, viz. about the middle of the second century B.c,* 

2. On the left wall opposite the space between the fifth and sixth columns.® Fragmentary; 
three lines (PL iVff). 

I [Ajchiryya-- * Sachivasya 

a d[eyadha]nntn[o] yad#atra putjyath tad^bhavatu sa[rvva*-] [sa]- 
3 tvana[[h] du - -- 

‘ (This is) the meritorious gift of the teacher - - Sachiva. Whatever merit is in this let that 

be for (removing the misery) of all sentient beings.' 

This inscription has suffered most since the time of Burgess. In line i the sign for a in SchSryya 
is partly visible in Burgess’s plate. In line 2 ya and dha as w'ell as the sign for 0 in rmmo are 
legible in Burgess’s plate. Similarly sarwasa is also quite clear at the end of the line in the 
same plate. In line 3 nothing is legible now after but Burgess’s plate clearly show's duhkha- 
mocha —w'hich is apparently a misreading for duhkke^mocha\tiSya*\ 

Burgess notices another inscription on the same wall WTittcn on a thin white ground. It w^ 
faded even in his time, and no trace of it can be found at present. 

3. On the ninth pillar, left side, on umbrella above the head of a Buddha. Not noticed by 
Burgess. Fragment; one line. 

Deya[dharmmo#yani] [Sakya]bhiksho[r*] <■ bhadariita-[achSryya-Sa] - - 

4. On the same pillar under the figure of the Buddha. The writing has become very faint 
and illegible. Possibly this is the one mentioned by Burgess in Descriptive Notes^ P* 8s> 

iS, line 2. 

5. On the same pillar, only the figure of a Buddha painted white (PL IV #). Reads: T asy*aiva. 
As pointed out by Burgess this.painting also must have been the donation of the person whose 

name was mentioned in the previous inscription.® 

6. On the same pillar below the figure of a standing Buddha. Not noticed by Burgess. 
Inscription obliterated and illegible. 

’ Dtttriptivt Nettff p. S+, No. 14 and pi.; -d, S, * Dtitripiivf p. ® 4 t t S P^* i d- L, 

vol, IV, p. 137 , No. 6 and pL LIX. See also LDders, vol. iv, p. 137 , No, 7 and pi, LXI. 

List 9/ BrOhmi ImtriptimSf No. 1199, and supra^ p. i, * Dtifripshit p. 85, No, 18 and pi. 

f.n. 1. 

N 2 
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7. On the tenth pillar^ left side, on the umbrella over the figure of a Buddha.' One line 


(PL IVc), 


Deyadharm[mjQ ■s yaih ^Skyabhikshor # bhadamta - Saitighaguptasya 

*This is the merttorious gift of the Sskya monk, reverend Samghagupta.* 

8. On the seventeenth pillar, left side, below a seated figure of the Buddha.^ Fragmentaryj 
three lines. The inscription as far as tt is preserved reads: 

1 -gitno - --ya bhasurad[t]ptayas^tc 

2 -- - yanSbh. - - ye kSrayaihtl^ha jinasya bimbaifi# 

3 [Deyadha]riii[m]o s yarn [4]5kyabhiksho[r^5cha*]r[ya] - bhada[m*]ta - [Bu*]ddhasenasya 
Line 3. 'This is the meritorious gitt of the Sakya monk, reverend teacher Buddhasena, * 

The first two lines contain a verse 5 n upa»ati metre describing the merit accruing to those w'ho 
dedicated the images of the Buddha. The same verse also occurs in Cave XXII, and can be 
reconstructed as follows: 

Sau r ii pya-saubh3gya-gu ij-opapan n a 
gun-endriye bhasura-diptayas^te 
bhavanti te* nayan - abhiramS 
ye kSrayantl^ha jinasya bimbam 

9. On the eighteenth pillar, left side, below a figure of the Buddha (PI. V^). Not read by 
Burgess and Indraji.^ Fragmentary; two lines. 

1 DeyadharmmOi»yam bha[daihta] - 

2 [Buddhajfsomajsya 

*This is the nrieritoHous gift of reverend Buddhasoma.’ 

10. On the twelfth pillar, right side, over the umbrella (PL V^}. Not noticed by Burgess. 
Fragmentary ; three lines; 

1 Deyadharmmosyaih ^akyabhikshfof^] Buddha ^ ma- * 

2 mata - pitafram * uddiliyaj safrwaj-satva- 

2 na---'' 

11. On the tenth pillar, right side, near the feet of a figure of the Buddha.’ Four lines (Pi. 

t MstS-pU 

2 t3ram^udi(ddi)£ya 
2 [sarva] 

4 (OcyadhajYrnimo^yarh ^kyabhikshor*]<!bhadanta-Ke^avasya 

‘For the sake of father and mother and all.this is the tneritorbus sift of the &kva 

monk, reverend Keiava.* ^ 


• Dtieriflivt N^itSy p. 85, No. 21 and pi.} A.S.tk'.Ly 
vol. iv, p. 137, No. 12 and pi. LXI. 


* Ordinarily the rsstoration would be tef-uSitSm* 
H-llt nrt l^nr'WE 4-^4^ I^P-tan ^ 







THE PAINTED INSCRIPTIONS IN CAVES VI-XVII 
There is no room for more than one letter after satva in line 3; probably the usual formula 
^^'as continued at the beginning of line 4 which is now effaced. There is a figure of a Buddhist 
monk to the left of the inscription in a sitting posture and offering incense, which is apparently 
meant to be the figure of the monk Kc^ava, the donor. There are tw'o other figures sitting 
opposite, which may represent either votaries or parents of the monk, 

12. On the same pillar, below the feet of the figure of a Buddha (Pi, V <■), Not noticed by 
Burgess. Fragmentary. One line. 

Only [^]kya[bh]i-ta-pita[ra*] m#udi(ddi)iya is visible. 

13. On the right wall under the twentieth rib' (Pi. VItf). One line. Not read by 
Burgess-Indraji. 

Deyadharmmo^yam iva(^)kyabhiksho[r]#Vu(Bu)ddhi[na]ga 3 ya . [su]' karajud[a]tra ba 4 a 
‘This is the meritorious gift of the Sakya monk Buddhiniga-' 

Burgess notices ‘a few letters of an inscription in longer characters’ under the fourth, fifth, and 
sixth ribs and fragments of another in two lines under the twenty-fourth and twenty-fifth ribs, 
which are now altogether effaced. 

14. On the seventh pillar, right side, below the figure of a standing Buddha on a green 
ground.^ One line (PL VI 

Vi[pa*] 4 v[l] 3 ainya[k]-saihbu[ddhah,] Chetika - , ikasj-a 

‘Vipaivin, the perfectly enlightened, (This is the gift) of Parika of the Chetika (school) (?),’ 

Indraji and Buhlcr read Vipassi, but the reading is clearly /v, probably with the vovs-el sign /. 
Buhler’s w'rong reading is due to the defective plate, in which the second consonant looks like 
/, Both Indraji and Buhler read CAeii&d(ya)rikasyat i.e. ‘of Chetikayarlka'. The fourth syllable 
has now completely disappeared and of the fifth only the 1 sign is now visible. But from 
Burgess’s plate the reading ri seems to be certain, though I am not at all sure of the reading 
of the previous letter as yd, which to me seems more like the fragments of pa or pu. 

It nuy be noted here that the name of this Buddha is speEt as VtpaivT (Pall, Ftpassi) also 
in Cave XXII and not as Vipasyin. 

[ 5. On the sixth pillar, right side, at the feet of the Buddha,^ Three lines (PI, Vic), 

1 Deya[dha .. yarh]^ ^akya> 

2 bhikshor^bhadamta-Di^db^' 

3 [dhajrni[m]asya 

‘This is the meritorious gift of the Sakya monk, reverend D^db^dharma. ’ 

16. Oji the fifth pillar, right side, bielow' the figure of the Buddha (PI. VI;/). Not noticed 
by Burgess. Three lines in white letters. 

‘ SnD/icriptnjfNitet^ p, 86, No. 24, last para., line 3, vol. iv, p. 137, No. 

* Railing uncertain*, may be [hastaj. Perhaps this is * Dnerifttive .Ve/#r, p, 84, No. t6 and pi. •, A. /,, 

the label of a Jataka scene represented here. vol. iv, p. 137 and p). 

* lyneriptivt AV/er, p. 85, No. ty and pi. ^ A.&. W, /., ‘ Read dhsirmot^a^y which is clear in Burgess's plate. 
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1 Deyadharmmo^yaih 

2 kyabtuk$h[or<^] bhadanta-Dro- 

3 na[va]rmmasya 

‘This is the meritorious gift of the ^akya monk, the reverend £}rotiavarmaii.' 

17, On the second pillar, right side, below the figure of the Buddha* Not noticed by 
Burgess* Inscription in three lines; badly effaced. The first line is written in much bigger 
characters than the other two. The first and the third lines are much shorter than the second. 
Only the word mata is clear in the middle of the second line, and traces of a few letters are 
visible in the third. 

I [Deya]dciha(dha)rni[o]« ya[m] 

1-- mafi---- 

3.... 

18-21. Burgess notices a few other inscriptions in this cave which are now missing. They 
are: 

(1) On the eighth pillar on the left side, on the lotus under the feet of a standing Buddha,‘ 
Bhadan ta- 5 udattasy a 

*Of the reverend Sudatta.* 

(2) On another side of the same pillar, also on a lotus under a seated Buddha, with a kneeling 
figure on each side of the lotus stalk, but the inscription is mutilated,^ Also reads: 

[Bhada n ta-Sudattasya 

This pillar is now broken and the inscriptions are missing. 

(3) flic sixth standing pillar, on the left side. Traces of a few' letters on an umbrella.* 

(4) On the fifth pillar on the right side, below' a standing figure of Buddha, Two lines.* 

1 Deyaddha(dha)rnimo#yam bhadanta- ^llabhadrasya mata - 

2 pltaram^udi(ddi) [ 4 ya*] 

‘This meritorious gift of the reverend Silabhadra in honour of father and mother.’ 

This inscription could not be traced, but for another inscription on the same pillar see No. 16 
above. 


CAVE XVI 

On the left w'all of this cave there are two series of seated Buddhas painted one above the 
other. There arc altogether three votive inscriptions in this cave, tw'o of which are above the 
door of the third cell and one m the upper row of the Buddhas, below the seat of the third from 
the left. T he names of donors arc written also on the pedestals of some of these figures. All 
three have Inrcn noticed by Burgess and transcribed by Indraji and Biihler. 

Destripttvt p, 85, No. 19 and pL 5 ji.S.fF , /., * Dtftripthft p, 86, lines a—3, 

vol. Iv, p, 137, No. 10 and pi. LIX. ♦ Wd., p. 86, No. 21 and pL ■, A. S.IT. vol. iv, 

" Dntrifftvt Ntftt, p. 85, No. 20 and p|. • A. S. IK p. 138, No. 13 and pi. LI X. 

voL Iv, p. 137, No. II and pi. LIX, 
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THE PAINTED INSCRIPTIONS IN CAVES VI-XVII 

1 * Inscription below the first and the second seated Buddhas in the lower series.’ 1 hree 
lines (PL VllijJ. 

1 De>*adharmmosyam Sskj-abhikshor^bh(b)bhadarta - Dharmmadattasya jrad#atra puijyadi 

2 tadsbhavatu iTiata-pitros#[sa]rvvasatvin5fiifch^atiuttara - jfi3[navS]pta' 

3 ye[ssuij]* 

*This is the meritorious gift of the ^^akya monk, reverend Dhartnadatta. Whatever merit 
is in this, let that be for the attainment of supreme knowledge by his father and mother and 
also by all sentient beings/ 

2. Below the figures of the third and the fourth Buddhas in the same series.* Tw'o lines 
(PL Vlli). 

1 Dcya[dha] rmmOtf)'arh S5kyabhikshor#bh(b)bhadatita-Dhannmadat[tiasj'a [ya]d#atra [punyarii ]* 

2 tad^bhflvatu [ntijita - pitrosssarwasatvStifflcch^anuttara - jflan - aviptaye 
Translation as preceding. 

3. Below the figure of the third Buddha on the top row/ TThrec lines (PL VII c). 

j Deyadharmmo^yaiti ^kyabhiksh[o]r#bh(b)bhadanta - Bap[u]kasya 

2 yad^atra [puj^iyam tadsbhavatu mala - piiro[h*] sarwa - [sa]t¥an 5 fl#ch<fa- 

3 ma nuttara-jfian *STOp[t]aye 

‘This is the meritorious gift of the Sskya monk, reverend BSpuka’, etc. 

Line i. Indniji and Biihler read the name of the donor as Dapuka. From an examination 
of the original I find that the first syllabic is a faded Sa, That the name is Bapuka is also clear 
from its being written in three other places as noticed below. 

Line 2. The symbol at the beginning of this line Indraji takes to be a mark of continuation. 
I would prefer to read it as an ordinary ma which is superfluous. The mistake is due to a 
confusion of the scribe with the more common expression of the formula as jatiiiinSmf-anuttara, 

Each of these series apparently contained the figures of the eight mSttushi Buddhas. In the 
low'cr row only four of these figures arc now intact. Those Inscriptions w'hich give the name 
of the donor as Bhadanta-Dharmmadattasya, ‘of the reverend Dharmadatta , are still psirtly 
or w'holly visible on the pedestals of all the four figures. On the top row also, only four 
figures are now intact. On one of these (fourth from the left), within one of the petals of the 
lotus scat, is found an inscription which reads Bapukasya, *of Bapuka’. The inscriptions on 
the next tw'o Buddhas in this row are also visible. Of these the first (fifth from the left) 
readst Bhadanta-Bapukasya, ‘of the reverend Bapuka’, and the second (sixth from the left) 
Bapukasya, ‘of Bapuka’. Both are written within a petal of the lotus seat. 

4-5. On the same wall in this cave are found in two places writings in yellow pigment in 
fairly big letters (PL Vllltf-^). The script belongs to the nail-headed variety, but it is far too 
effaced to ensure satisfactory reading. 

* Dtitriptivt p. 87, No. 27 and pi. \ kc also * Dtstriplivt iVsT/i, p. 87, Ko. 17 and pi. A. SJV, /., 

A. 5. /F, vol. iv, p. 138, No. 1S, para. 2. vol. tv, p. 138, No. 15 and pi. LI X. 

* This syllabic » superfluous, Indraji reads ynttu. * This portion within square brackets i# now Jose 

Though it mn be so read from Burgess"* plate, the form * DestripiKt iVd/rr, p. 87, No, 25 and pl^; A.S. IV, 

of this compound letter »slightly different in the original vol. iv, p. 138, No. 14 and pi. LIX. See also plate 
inscription. illirstrated aW. 
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6, On the b^ck of the veranda, to the right of the entrance, there are a few names painted 
in black on painted figures (PI. The scene iilustrates the well-known Visvantara (Pali, 

Vessantara) Jataka. The names that are clear read Vaisvantarah and Indrah. Of the third 
name only one syllable is preserved w*hich reads yu and apparently, when complete, contained 
the name of Yujaka (Jojaka of the Pali Jataka story), the avaricious Brahman who came to ask 
for the son and daughter of Vaisvantara to be his slaves. It may be noticed here that Aryasura's 
ystakamals does not give the name of this Bi^hman. It is therefore likely that the story 
illustrated in this cave was from a different version, akin to that found in the Pali Jataka. It 
is also to be noted that w’hile Aryasura calls this prince Visvantara, the name given here is 
Vaisvantara; which is the correct Sanskrit form of Pali V essantara. This Sanskrit read ing would 
also show' that the derivation of the name according to the Pali version from Vessa (Sanskrit, 
Vaisya) is fanciful and unwarranted. 


CAVE XVII 

Tw'o painted inscriptions of this cave have been noticed by Burgess.’ 

1. Below the figure of a Yaksha (Manibhadra) at the left end of the veranda (PI. IXri). 

MSnibhadrah 

2. On painted figures in a scene illustrating the Sibi-Jataka story, at the right end of the 
front aisle of the hall, the name Sibirajl is found in three places below the figure of a king 
(representing Sibi), twice on the right w'all of the front corridor and once on the left wall of the 
corridor (PI. IXBurgess notices the name of Indra occurring in tw'o places, but this name 
cannot be traced now. 

3. Besides these there is one inscription in two lines in red paint and cursive writing on the 
left wall of the front corridor (PI. IX i/). The reading of the inscription is not certain, but it 
seems to mention a name. The wTiting appears to be of about the 7th century a.d. The 
follow'ing tentative reading is suggested: 

1 Srf Ru (Bha?) mS^amanavapaukagat. deva 

2 vidushi chatfda- 

No sense can, however, be made of this. 

4. There is a similar in^ription on the back wall of the veranda, to the left of a small door 
(PI. IX e). The w'riting is in the same cursive hand and seems to have contained the same 
name as before, as the syllables srl and pauka, which arc quite legible, would show. 

' Dturtptht p. £7, Nos. aS and 29. 
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Abacus representation of an, 3 
Achitya, 87 
Age of the Caves, 85 
Aigrette, as hair-ornament, 43 
Jjanta^ Part IT, 85 
Ajanta, Cave Vlt antechamber of 
lower story, 8, ihrine door of 
tower story, 8j antechamber of 
upper story, 10; front corridor 
of upper story, 11, ja; inscriptions, 

55.58 

— , Cave VII: veranda, 13, 14 
— , Cave IX: front wall, 15; left wall, 
17^ back wall, 19, 20; frieze of 
nave, laj triforinm, inscrip¬ 
tions, 85,88-90 

— , Cav'cX: leftaisle, 24^ left wall, 27, 
28^ right wall, 29^ right aisle, 30» 
inscriptions, 85, 85 , 90-4 
- — , Cave Xh veranda, 39^ left win¬ 
dow, 4t 

Cave XVI: veranda, 42; archie 
tTave,44$ front corridor, 46,47 s left 
corridor, 49, 52 sqq., 63; right 
corridor, 6i, 65; inscriptions, 85 , 
9+» 95i 96 

- — , Cave XVII: veramk, 70, 73, 
75, 78, 80 j inscriptions, 95 
’ — Frescoes, dates of, i, 2, 21 

-- summary, 7 

Ajita£atru, visit of, to the Buddha, 

58.59 

Allan, Mr, John, work of, 85 
Alligators, representations of, 33 
Alms distribution, 70 
Amazons, representations of, 36, 72 
Andhras, represented, 16 
Anklets, representations of, 18, 43 
Antelope, rqiresentarion of an, 23 
Ants, represemation of, 34 
Jpsar^sis (flying figures), 5, 13, 15 , 
1", S6, 75 » 78 

Arihat^^gkal Survey of ll^tstern 
India^ 85 

Areca-^nut tree, representations of the, 

18 , 53 . 74 

Armlets, ivpmentiitions nf, t6, 25, 
77 


INDEX 

Arms (human), representations of, 9, 
40 

Arrows (and bows), rcpresentatians 
20, 34, 76 

.Asita, visit to the Buddha of the 
piAr, 68 sqq. 

jiMa, tree, representau'on of, 

15, 21, 26, 27, 28, 77, 78 
«A^u ranee amtude of the Buddha 
(Jiheija), 18, 77 
Attendants, depicted, 14, 16, 28 
Attitudes of the Buddha: assumnee 
{a&h&yo), 18, 77i earth-touching 
(tkiSsporia)^ 8, 10, 37i meditaLtive 
(dhyJita), 77^ teaching (dharmn^ 
ehiih^ii-mudrd)y 8, 13, 14, 20, 21, 

37 j 5^7 57 43 

Avalokitestara (?) Bodhisattva, 41,57 
Axes, representations of, 25 

Bahusodarf, the goddess, 30 
Balconies, depicted, 8t, 82 
Bamboo tree, representation of a, 34 
Banana tree, represenudon of % 30, 
51, 67,69, 70, 74 
Bangles, representations of, 25 
Bany-an tree, representation of a, 18, 

^^7 J 3 i 34 
Bipuka, 86, 95 
Barber, representation of a, 54 
Beads, r^resentation of, 9 
Beatds, representations of, 12, 17, 20, 
40, 68 

Bedstead, representation of a, 36 
Beggar, represendtUon of a, 74 
Begging bowls, rq^resentations of, 19, 

53. 74, 8a 

Bcrm-nul, rcpres«ntation of a, 3, 4 

Bbulrasena, S5, S9 

BhagwanUI Indniji, E^ndjt, work of, 

8s 

Bhau Oajif work of, 65 
Bhiiihus^ 2, 10, 15, 38, 40, 41, 46, 
60, 70 

Btmbis 3 ra, visit of, 10 the Buddha, 6a 
Boat, reprexntadon of a, 49 
Bodhi tr«e^ worship of the, 24,25-9 
Bodhiama, zg, 30, 31, 34, 46 


Bodhisattva, Avalokitelvara, 4t, 57 
— , Basil, 46 
—, Maitrcya, 14, 77 
— Padmapini, 14, 21, 39 
—, Shad-Danta, 34 
£vetaketu, 42 
—, Vajnip^9U 21,57 
—, Viii'antara, 42, 73 
Bodice, representation of a, 11, 66 
Bokter, represen tadon of a, 83 
Boots, depicted, 48 
Bow, m mder Arrow 
Bfassttfc(rAfiiA'), representation of a, 51 
Bntaier, represen^uon of a, 66 
Buddiu, figure of die, 4, 8, 13, 19, 
4*1 S 3 i 5^1 of birth of 

the, 145 life of the, 42,60,61 sqq., 
&5 sq., 68 

Buddhasena, 05 , 92 
Buddhasoim, 86, 92 
Buddhiniga, 85 , 93 
Buddhist architecture, 3, 4 
Buddhist religious motiJ^ 3, 4 
Bull, reprw^ntarion of a, 23 
Bull-headed animal, lepr^matton of 
a, 2 2 

Burgess, work of, 6, ig, 21, 44, 53, 
65, 85,86 

Comirtdgr Hijtory of India, 29 
Candlestick, representadon of a, 65 
Canopy, depicted, 72 
Caps, representations of, 12, 23, 37, 
48, so, 52, 67, 72, 73 
Carr, country, representAtion of a, 48 
Chair, royal, representadons of, 36, 
45 . 56>'57 

Chakravarti, Dr,, work of, 55, 85 fF. 
Chaitya (cathedra]}, 1, 3 
Chariot, depicted, 65 
Cfttturf^ stt usdtr Fly-whisk 
Cherubs, tte unt/tr GairiBS 
Chinese art, influence of, 38, 39 
Chtilb-subhadi^^ wife of the Shad- 
dania elephant, 34, 35 
Cloak, representation of a, 59 
Coats, representations of, 37, 40, 48, 
SO, 52,67, 70 
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Cobras, nepTOentarions of, 5, JOj 16 
Colhi^ representations of^ 15, 40^ 52 
Conception of the Buddha^ storv of 
thcy 65 

Conchy representation of a, 18 
Coolie, represen tation of a, 53 
Costume, representations of a bodice, 
11,66; boots, 48^ a biasa 4 re(fA(?/i), 
51 i caps, 12, 23, 37, 48, 50, 52, 
6/1 7^ 735 a cloak, 59; coats, 37, 
40,48, 50, 52, 67, 70i coJlais, 13, 
40, S2i ^fiGiu (loin-dothsj, 14, 15, 
4 < 5 j 56s girdles, 9, 30; jackets, 
12, 25, 72, 73f sandals, 34; j^ni, 
4 ^* 43 > 5 66? scarves 11, 

23^ ^irts (gh^ghrlt% 56; 

srDck]ng$, 48] a tunic, 57; turbans, 

^7* 34,40^795 veil^25 

Cottage, representation of a, 31 
Couch, representation of a, 18, 65 
Cousins, work of Dr J. H., 2 
Cows or oxen, represen cations of, 46, 
62 

Creepers, representations of, 19, 37 
Crowns, representations of, 14, 24, 
40, 41, 48, 57» 67. 75 
Cushions, representations of, 42, 55 
CjTubals, representations of, 40, 75, 

76,79 

Dagger, representation of a, 48, 75 
DJgoimj, representanons of, 3, 23, 

37 

Dancers, depicted, 26 
Dates of the frescoes, 1, 2, 21 
Deer, representations of, 31 
Demofis, representations of, 10 
Dharmadatta, 86, 95 
Dharmasena, 85, 90 

(loin-clothJ, representation of a, 
i 4 » t 5 » > 7 . 40 » S6 
Donkeys, represen cations of, 10 
Donors, names of, 85, 86, 93-5, 
representations of, t i 

or 66 (illustrated) 

Dovecote, representation of a, 6g 
DrSdhadharma, 86, 93 
Dronavarman, 86, 94 
Drums, representations of, 18, 76 
Ducks, representations of, 31 
DvIrapJbs, S, 9, 11 
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Dwarfs (g^^s}y representations of, 

5,11,12,44,73,76 

I Ear-rings, representanDns of, 9, 15, 
16,25,40,51,77 

Earth-touchmg attitude (thUspirrla)^ 

8, 10, 37 

Egyptian style of hair-dressing, 76 

or ds-tgrdy 66 (iJlusJtiatedJ, 75 
Elephant, representations of an, 6, tO, 

®9> 33> 34,47»&5, 69.81 
—■, The Benevolent, 46 
—, The Six-tusked, 32 
Etephants, pmcession of, 58 sq. 
Elephant driver represen¬ 

tation of an, 59 
Ethnic features, 25, 53, 74 
Eye, a third, representation of, 21 
Eyi^ dqjicted, 24, 25, 27 

Fan-bearer, depicted, 5 j 
Feigiisson, work of, on AJanta Caves, 
4. 6 , 22, 54, 86 
Ferns, representarions of, 78 
Fingers, representations of, 9, J i, S2, 

.38 

Fireplace, representation of a, 61 
Fbgs, representations of, 26, 39, 62 
Flames, representation of, 18 
Fbsk, emblem of Maitreya, 14 
Flutes, representations of, 58, 75 
Fly-whisJb representations 

of, 2, t6, 20, 21, 29, 45, 60, 65 
Foonnen, representation of, 58 
Fouchef, work of, 20,44,60 

(dwarf^ cherubs, or boys), 
representations of, 5, 11, 12, 44, 
73 t 76 

Gandharva, 56, 78 
Gateways (/fl-rfii™/), represenCations 
of, J7 

Gautama, tti Buddha 
Ghanlmadada, 86 
Gill, Major, work of, 54 
Girdles, representations of, 9, 30 
Goad, representarion of a, 29 
Goblin, representadon of a, to 
Griffiths, work of, 15, tB, 19, 31147, 
52,71,76 

Groom, representation of a, 53 , 


Hair, treatment of the, 9, 17, 20, 24, 

^6, 34 t 35 t 37 t 40 , 43 i 5 ^ ^ 4 i 7 ^i 
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liair-tuft (uiknlsha')^ ^ 77 

Hall, representation of a, 4, 5, 55 
Hands, depiaed, 22, 41,69 
Harislicna, Jung, 5,44, 73, 87 
Hasti, w Elephfint 
Heavens, The Six, 42 
Hertfcman, representation of a, 22 
Hermits, representations of, 57, 61, 
62, 64 

High-lights, use of, 20, 41, 42, 49, 

51,66,71 

Horses, representatiom of, to, 45,48, 
51 , S 3 . 63 , 69, 70, 81 
Horsts, riderles, 48, 53, 71 
Hydemkid Arckag^hgk^/ JTmVj, 87 

Indo-Greek art, school of, 38 
Indra (Sakka), a, 25, 58, 75 
Ini Elation, sign of, 28 
Inkiitand, representation of an, 68 
InscripEians, the painted, in Caves 
Vl-XVII, 85-95 
“, date of, 87 
Islamic art, 39 

Italian art, resemblance to, 13 
jadtets, represenrations of, 12, 25,72, 

73 

Jasadeva, 85, 89 

Jiltaka, subjects from the, pattfmi 
Conversion oTNanda, or the Dying 
Princes, i, 2; Hasti, 46; Indra, 2 -, 
MahI'’tJmmagga,47' Shad-Dan ta, 
1,32; Si hi, 86,9&; Sut3soim,44S9.) 
Sytma, 1, 29; Vt^vaiitara, 73, 
86,96 

Jattlas, con version of, 20 
jewellery, representaDons of, pastimi 
armkts, 16, 25, 77; anklets, 18, 
431 bangles, 25; beads, 9; ear-rtugs, 
9 . ^ 5 . 16, 45 , 40, 51, 77; neck¬ 
laces, 16, 25,42,51, 771 pearls, 9, 
22,40,75; a Unger-ring^ 81 wrist- 
lets, 16, 77 

jTi'aka (?), cloak of, 59 
Jajaka, fte Yujaka 

IClja-devala, 68 








ICauhidi, sti VSsiihTpum 
Kcrdiiefc, depicted, 35 
Kcjiva, 86, 9a sq. 

Khmarm (heavenly mu^iciiUis), ll, 
40,76 

Ladder, representation of a, 20 
Lake, a toms-, 33, 34 
Landscape painting, 76 
Lattice frame, depicted, 3 
Lion, rcpticsentadQn of a, 22 
Lioness, story of the, 44 
Lips, d^icicd, 25, 27 
Lotus-flower represenudons 

of the,+, 6» 11, i4j 21* 21,31,34, 
56, S 7 . 6; 

Lotus-lake, 33, 34 
Lotus-leaf designs, 13 

Mace (vajra), trpresenmdons of a, 
2Si 57 

Maha-maya, dream of, 14, 42,43 
Maha-subhftdd^ wife of the Shad- 
danta elephant, 34 
Mahi-Uenmagg^ J^taka, 47 
Maid-servants, representations of, 51, 

n 

Maitreya, 14, 77 

Mango tree, representadons of a, 15, 
21,26,27,28,77,78 
Manibhadra, 86, 96 
MSinushi Buddti^ 55, 77 
Mira, figure of, 10 
Marlfhl ladies, frshion of, 43 
MiyI, dream of, 65 sqq. 

Meditadoit of the Buddha, First, 63 
Meditadye attitude {dhj^a)y 77 
Mirashi, Professor, wort of, 87 
Moggalllna, the ascetic, 20 
Monastenes {vihdrm)^ 3j 7> * *9? 

33 > 46 

Monks, representations of, 54, 82 
Monks, one-eyed, representadons of, 

37*38*7' . < 

Monkey, representation of a, 42, 76 
Monstcre, 22, 33, 56 
Moorish influence on Buddhist archi¬ 
tecture, 4 

Moustache of the youthful Buddha, 

64 

Murder of a child, story of the, 47 


INDEX 

Musical instrumenis represented: 
conch, I Si cymbals, 40,75,76,79i 
drums, 18, 765 or 

66, 7S? flutes, 58, 75; trumpets, 
18,26,58,59 
Musicians (see also under 
26 

N^gs^^ figures of, 57 
Naib, depiacd, 38 

NaJigiri the Furious Elephant, story 
of, 80 

Nanda, story of the Conversion of, 1, 
^ 49 sqc|-j 51 

Necklaces, representations of, 16, 25, 

4 ^ Sh 77 

Nimbus, reprcsentatiori of a, ro 
Nun, representadon of a, 37 

Ogres, Tcpresentations of, 46 

Osiers, depicted, 72 

Oxen, rqiresentadons of, 46, 64 

Padma (lotus-flowcr), 4, 6, El, t4, 
21,22,31,34, 56* 57,67 
Padjnaiiabh2put2in, imitadons. 0/ 
Ajanta art at, 2 
Paclma{^ij 14^ 21, 39 
Pokce, representation of a, 36, 53, 

73 ^- 

Psitchika, figure of, 69, 70 
Pampetj representadon of a, 4i 54 
Parika, 93 

Parrot, representadon of a, 69 
Parthian soldier, repriesencadoti of a, 
72 

Peafowl, representations of, 34, 35, 

40, Sa, 79 

Peirls, representations of, 9, 22, 40, 
75 

Pigeons, representations of, 4, 5 
Piliyakkha, riji of Benares, 29, 36 
PltlaTS, representations of, 3, 4,6, 20, 

37 

Pillows, representations of, 5c, 65,78 
Pipal tree, representations of a, 18,25, 
77 

Pitcher^ depicted, 72 
Plinth, depicted, 4 
Ploughing Festival, 63 
Porches, representations of, 55, 67 


BranSiaa posture (adontdon), 43 
Preaching, Buddha, 6c 
t Princess, story of the Dying, 1, 2 
Pythons, representations of^ 33 

Qam*a., Sveapon of destruction', 28 
Quiver, representadon of a, 31 

Relic-box, Tepresentadon of a, 3 
Rhys Davids, Professor, work of, 58, 
59 

Ring, representadon of a, 8 
Roof (of tnonastery), depicted, 18 
Rosary, representadon of a, 57 

Sachiva, S6^ 91 
SsdhUf 19, 20, 72 
Sakka or India, 2, 21, 58, 75 
Sal (f J mse^ 34 

Sama/S arJMa tree, 15, 21,26,17, 
»8. 77 * 78 

SaritghaprtTa, 85, 88 

^riputta, the ascetic, 20, 82 
Sandals, representations of, 34 
Sanchi, gatewavs at, 28 
SOrf^ representations of a, 42,43, 51, 
66 

SaudSsa, 45 

Scarves, represcntatiotis of, u, 23, 
^ 5 * 5 * 

Screen, representation of a, 4 
Serpents, representations of, 13, 21, 
33* 4+ 

Shad-Dania Bodhisattva, the, 1, 31, 
34 

Shields, represejitations of, 28,30,5^1 
72,81 

' ShoiB, depicted, 63, St 
Sibi jStaka, 86,96 

Sickle (or sword ?J, representation of 
a, to, 2S 

Siddhtrtha, the Prince, 67 
Sllathadra, 94 
Sitcanavasal, palntii^ at, 2 
Skirt representation of a, 56 

Sonuttara the hunter, 33, 34, 35 
Spears, representations of, 25» 3^ 
Speir, work of Mrs., 53 
SrSvastf, the Miracle of, 12 
Stag, representation of a, 24 
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Stair, represeniation of a, 4, 5 
Stirrupfi, abscrtce of, 30 
Stockuigs, representations of, 48 
Stools, rqiresentations of^ a6 
Stspay 17, 2?, 33 
Sudasa, King of Benares, 44 
Sudatta, 86, 94 
Suddhodana, the King, 15, 65 
Sveiakctu, the Bodhisam'a, 42 
Swords, ncpiesentadons of, 10,25, 28, 
S7» 58, 65, 72, 75, 81 
Syima, 1, 29 

Taia^kTrttana, 88 
Teaching attitude, the, 8, 13, 14, 20, 
37 > 56, S 7 m 

Thomas, Dr. E. J., work of, 42, 50, 
58, 62 

Thrones, representadons of, 21, 33, 
50,64 

Thunderbolt^ representadon of a, 21 
Tiger, reptesentation of a, 6, 23 
Toes, representations of, 11, 38, 43 
Toranat (gateways), representations 
of, 17, 28 

Trays, representations of, 43, 56 
Trees, representations of, pastimi 
aroca>nut, 28, 53, 71, 74; ahka, 
IS, 21, 26 ^ 27, 28, 77, 78} 


INDEX 

bamboo, 34^ banana, 30, 51, 67, 
69, 70, 74i banyan, 18, 26, 33, 
34; Bodhi, 25-9S creepers, 19, 37; 
ferns, 78i pJpa4 18, 25, 77; sil, 34 

Trtrafn&y 1 1 

Trumpets^ representations of, iS, 16, 

58,59 

Tuft of hair ^mhpisha)^ ii, 17, 77 
Tunic, representation of a, 57 
Turbans, representations of, 17, 25, 

34,40,79 

Tushiia Heaven, the, 2t, 42, 43, 44, 
S8 

Tusks, representations of, i, 33, 34 

Umbrellas, representations of, 3, 16, 
18, 23, 28, 29,35, 36, 39,48, 55, 
7^ 74 

Upajad metre, verse in, 91 
DrWjAe (hair-tuft), 11, 17, 77 

VajrapSni, the Bodhisama, 21,57 
i^ajra (mace or thunderbolt), 21, 25, 
57 

Vaiahadeva, 87 

Visi^lputa Katahadi, inscription 
concerning, 3, 86, SB 
Verandas, representations of, 4, 5,55, 
67 


Veil, representadon of a, 25 
f^ihJras (moimsteriesj, 3,6,7, 18,19, 
33 , 4 & 

Vipaivl, or Vipiiyin, 93 
Vih-antam, the Bodhisama, 42, 73, 
86,96 

Votaries, representations of, 8, 9, 17, 
^ 7 , 40 

Warren, Mr., work of, 15, 42, 43, 
6t, 63 

Waistband, representation of a, 17,70 
Water-vessels, representations of, 14, 
36, 7 * 

Weapons, representations of, patsimi 
arrows (and bows), 25, 29, 30, 34, 
76; axe^ 25i dagger, 48,751 quiver, 
31 i mace, 25, 57; shields, 28, 30, 
58, 72, 81 i sickle (or sword i), to, 
25; spears, 25, 301 swords, 10, 25, 

57* S8» *5, 7S» 8* 

Whip, representation of a, 71 
White dephant, 3 a, 33, 34, 47, 65 
Wine-cup, depict^, 78 
Wristlets^ representations of, [6, 77 

Yakshas, 77 
Yakshirils, 77 
Yujata, g6 
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